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BROOK BENTON 

there goes that song again 


A combination of a gifted singer, a talented arranger, and a dozen fine songs, should 
add up to an outstanding record album. When the singer is Brook Benton, the 
arranger is Quincy Jones, and the songs are all great standards — as is the case here — 
the album adds up to a rare and truly satisfying listening experience. 

Brook Benton’s way with a ballad or a rhythm tune has established him as one of 
the country’s top vocalists. His warm ballad style has been displayed on a score of hit 
recordings, including such hit songs as “Endlessly,” “It’s Just A Matter Of Time,” 
and “A Walk On The Wild Side.” His ability to sock over a rhythm tune, and his 
compelling dramatic quality with a lyric, is amplified by his hits “Shadrack,” and 
“The Boll Weevil Song.” 

On this album Benton reveals another aspect of his multi-faceted vocal style, a 
creativeness that enables him to infuse familiar standards with excitement and 
freshness that makes them sound new all over again. And he accomplishes this with 
a vibrant, individual approach that will win him new followers in both the pop and 
jazz fields. This is a swinging Brook Benton ! 

He is complemented here by the provocative arrangements of Quincy Jones, a 
familiar name in jazz circles, who leads his own band on many Mercury recording 
dates. Jones has become one of the most imaginative arrangers for pop singers on 
today’s musical scene. Over the past few years his work has supported many top 
singing stars, and in these arrangements for Benton he has managed to display his 
extraordinary musical gifts without ever overwhelming the singer. Jones’ arrange- 
ments are showcases for Benton’s vocals and add tasteful musical backings to the 
singer’s heartfelt performances. 

Benton's approach to the standards in this album indicates his versatility as a 
singer. “All Of Me” receives a lusty, driving performance from Benton that builds in 
excitement with each chorus, sparked by a lilting arrangement from the Jones crew. 
“When I Grow Too Old To Dream” is charged with an electric quality through 
Benton’s spirited vocal and Jones’ unique arrangement. 

There’s a light, bright touch to “Breezin’ Along With The Breeze,” and a tender 
Benton vocal on the lovely “I Love Paris,” Cole Porter’s tune from the Broadway 
musical “Can Can.” The Benton style is most appealing on the moody “Blues In The 
Night” and the poignant “Let Me Sing And I’m Happy.” These, and all of the other 
standards in this album, including “I’ll Get By,” “After You’ve Gone,” “There Goes 
That Song Again,” “I Didn’t Know What Time It Was,” “I Don’t Know Why I Love 
You Like I Do,” and “Trouble In Mind,” are all stamped with Benton’s individual 
approach, plus the precise, rich work of the Jones orchestra. 

At the end of “All Of Me” Benton shouts out to Jones: “Quincy, let’s do it — 
again !” and they do. This completely unrehearsed remark is an indication of how 
much Benton enjoyed singing these songs, and how much Jones and the musicians 
enjoyed playing them. The same happy spirit permeates all of the tunes on the album. 

HI-FInformation 

This album wan recorded both monaurully and stereo phonic ally at Tine Recording Studio, New York City with Georue Piros 
at the engineering controln. Instruments and mikes were: Voice— Telcjunken; Strings — Tclef unken; Drums— MM; 
Guitars — BX 1,1, ; Percussion — 11 X 1,1, ; Heeds — Telefunkcn; Trombones -BX 1,1,; Trumpets— BX 1,1,; Piano -Telcjunken; 
Celeste — Tele/unken; Bass — UK 5. The sessions were recorded on Ampex tape recorders at a spceil of IS inches per second. 



WHEN I GROW TOO OLD TO DREAM 

( Sigmund Romberg t£r Oscar Hammerslein, 2nd), Robbins Music Corporation, ( ASCAP ) 2:15 

THERE GOES THAT SONG AGAIN From the motion picture “Carolina Blues” 

( Sammy Cahn & Jule Styne), Skidmore Music Co., Inc., (ASCAP) 2:29 

ALL OF ME 

(Seymour Simons & Gerald Marks), Bourne Co., (ASCAP) & Marlong Music, Inc., (ASCAP) 2:32 

I LOVE PARIS From “Can-Can” 

(Cole Porter), Buxton Hill Music Corporation, (ASCAP) 2:1,7 

I DIDN’T KNOW WHAT TIME IT WAS From “Too Many Girls” 

(Lorenz Hart & Richard Rogders ), Chappell & Co., Inc., (ASCAP) 2:01 

TROUBLE IN MIND 

(Richard M. Jones), Leeds Music Corporation, (ASCAP) 2:i2 

BLUES IN THE. NIGHT 

(Mercer & Arlen), Remick Music Corp., (ASCAP) 2:32 

I DON’T KNOW WHY (I Just Do) 

(Roy Turk & Fred E. Ahlert), Cromwell Music, Inc., (ASCAP) & Fred Ahlert Music Corporation, (ASCAI ' 2:23 

8HLEZIN’ ALONG WITH THE BREEZE 

(Gillespie, Simons £ Whiting), Remick Music Corp., (ASCAP) 2:i0 

AFTER YOU’VE GONE 

(Henry Creamer & Turner Layton), Mayfair Mttsic Corporation, (ASCAP) .2:16 

I’LL GET BY (As Long As I Have You) 

(Fred E. Ahlert & Roy Turk), Cromwell Music, Inc., (ASCAP) & Fred Ahlert Music Corporation, (ASCAP) 2:1,8 

LET ME SING AND I’M HAPPY 

( Irving Berlin), Irving Berlin Music Corporation, (ASCAP) 8:25 


Arrangements by Quincy Jones 


Prlntod In U.S.A. 



This Mercury STEREO record has been rut with variable groove spacing and electronic groove depth control, thus 
producing a 2-channel disc of exceptionally wide dynamic range, reliable stylus tracking throughout the frequency range, 
and startling clarity and definition of instrumental timbres. 

This Mercury STEREO record should he played according to the RIAA standard with a stereo reproducing cartridge 
having a stylus lip not exceeding .7 mil. For best results, he sure that your two loudspeakers and amplifiers are correctly 
balanced in terms of output and phase, and that the loudspeakers are placed in the room so as to provide an even "spread 
of sound" from one to the other. 


Shelby Singleton Vendor 

Mercury Recording Director Mercury Record Corporation 
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AND THE ANGELS SWING 
DON'T WORRY 'BOUT ME 


DOUBLE OR NOTHING 
J.C’S THEME 
HIGH AND LOW 
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GRAY’S THING 
GG TENOR 
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SPOTLIGHT 


SAMMY DAVIS, JR. 
SDLP-146 



LOU MONTE & 

THE BOTTI-ENDOR QUARTET 
SDLP-149 


4k^ 

CHARLIE SPIVAK 
SDLP-72 


IN SPECTRA-SONIC-SCUND 

Here, in this DESIGN SPOTLIGHT SERIES, we have those 
recordings necessary to make a record collection great. 

. .Records for the collector. . . 

Some of these recordings in their original pressings 
are worth up to $35 each at auction. We have made 
arrangements to bring you these great sounds at a 
fraction of their original cost. 

The masters are cut on Scully lathes with Westrex 
feed back cutters to produce a disc exceptionally free of 
surface noise. RIAA crossover is at 500 CPS 
Rolloff, 13.75 DB at 10 KC. 



DAVID OISTRAKH PLAYS LALO: 
SYMPHONIE ESPAGNOLE 
SDLP-151 


Sy Zentner, Nick Fatool, 
Eddie Miller, Charles Teagarden, 
Van Alexander, Lucky Thompson, 
Stan Getz, Charles Shavers, 
Arnold Fishkind, Marty Raich, 
Don Lamond, Juan Tizol, 
Jimmy Zito, Butch Stone, 
Willie Smith, Mat Mathews, 
Chico Hamilton 


WRITE FOR YOUR COMPLETE LIST ALL STARS 

OF STAR STUDDED RECORDINGS SDLP-153 

© 1962 PICKWICK INTERNATIONAL. INC., L.I.C. I. N.Y. 




EDDIE CONDON 
& HIS ALL STARS 
SDLP-148 


EMIL GILELS PLAYS 
TCHAIKOVSKY 
1st PIANO CONCERTO 
SDLP-152 
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NEW SHOES 

AROUND THE WORLD WITH ME 

JINGLE BELLS CHA CHA CHA 

BILL BAILEY 

LOCH LOMOND 

SOLID GOLD CADILLAC 

HIT THE ROAD TO DREAMLAND 

ZING WENT THE STRINGS OF MY HEART 

THAT CERTAIN FEELING 


AROUND THE WORLD WITH ME 


STARRING 


PEARL BAilEY 
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AROUND THE WORLD WITH ME 

STARRING 

PEARL BAiLEY 



LOOK FOR THESE ADDITIONAL GUEST STAR ALBUMS 
IN YOUR FAVORITE STORE 

In Guest Star Records you will find a superb selection of the finest 
music enhanced by the guest appearances of America's leading 


musical talents. 


Griiesf Star 

RECORDS 


Bill Bailey 
New Shoes 

Jingle Bells Cha Cha Cha 
Solid Gold Cadillac 
Zing Went The Strings 
Of My Heart 

Starring PEARL BAILEY 


TITLES SIDE 2 

Loch Lomond 

Hit The Road To Dreamland 
That Certain Feeling 
Around The World With Me 

Starring PEARL BAILEY 



Quest Star PEARL BAILEY is America’s favorite chanteuse of intimate and so- 
phisticated songs, done in her own inimitable fashion. Once you have heard Pearlie 
Mae, you will join the ranks of her many fans clamoring for encores. 

Born in Newport News, Virginia, Pearl migrated to Philadelphia with her family. 
At the age of 13 she won an amateur contest that started her on a career in show 
business. 

Signed as a single to appear at the Village Vanguard in 1941, Pearl created a 
sensation and moved uptown to New York’s smart East Side Club, the Blue Angel, where 
she played a smash hold-over engagement. Then followed a period under USO auspices 
and a return to the night club and vaudeville circuits. She has won rave notices for 
her stage debut in “St. Louis Woman’’ and has since followed up with solid performances 
in “Arms and the Girl” and “Bless You All”. Her most recent Broadway appearance 
was in “House Of Flowers”. 

Bringing her relaxed style to television, Pearl scored on all the top video stanzas 
including the Milton Berle Show, the Ed Wynn Show, "Show Of Shows”, “This Is 
Show Business”, and “Showtime USA”, and "The Perry Como Show”. 

Pearl is rather tall and willowy, with long, tapering expressive hands that fluently 
translate her ideas. Her sing-talk lazy style and constant ad-libbing blend a salty humor 
into her delivery via subtle gestures and intimate phrasing. 

In motion pictures, Pearly Mae has also scored a number of triumphs. Most 
recently, she was seen in “Carmen Jones” and “St. Louis Blues”, the movie biography 
of W. C. Handy. 

Pearl is known to her record fans by her smash recordings of “That’s Good Enough 
For Me”, “Get It Off Your Mind”, "15 Years”, “Tired”, “Legalize My Name”, and 
of course, “Two To Tango”. 

Pearl Bailey is unquestionably one of the brightest lights in the entertainment 
world. Enjoy her unique renditions of your favorites.- “Bill Bailey Won’t you Come 
Home?”, “Loch Lomond”, “That Certain Feeling”, and “Jingle Bells Chn-Cha-Cha”. 

It is with pride and pleasure that Guest Star brings her superlative artistry to you. 
Pearl Bailey’s exciting style brings a richness and color to the songs you have always , 
enjoyed — but never so much 'as now! 


G 1400 

Around The World With Me — PEARL BAILEY 

G 1401 

The Original DUKES OF DIXIELAND 

G 1402 

Big Bands Are Back! — COUNT BASIE 

G 1403 

Piano Greats — ERROL GARNER 

G 1404 

The Port Of Love — JULIUS LA ROSA 

G 1405 

Songs America Sings — JIMMY RODGERS 

G 1406 

Rock & Roll Party — FRANKIE LYMON 

G 1407 

Latin Spectacular — TITO PUENTE 

G 1408 

Italian Holiday — DI MARA SISTERS 

G 1409 

Sing-A-Long — HUGO & LUIGI 


TECHNICAL DATA 

This record represents the finest quality of multi-channel recording that can be 
achieved through the finest equipment available today. 

All of our material is recorded on Ampex tape machines using a multiple micro- 
phone technique, so that a microphone whose qualities best suit the instrument 
being recorded can be used to give optimum in sound reproduction. Microphones 
used are: Telefunken U-47, U-48, KM-54, KM-56: Western Electric 639A, 
RCA-44-BX; Beyer M-160 and Sony C37A. 
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THE YELLOW SUBMARINE • SKIP TO MY LOU 
BLOW THE MAN DOWN • SAILOR’S ALPHABET • 
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& Other Songs of Fun Featuring The Happy Time Children's Chorus & Orchestra 
THREE PIRATES • NICK NACK PADDY WHACK • POP GOES THE WEASEL • SAILING, SAILING 
TAKE ME OUT TO THE BALL GAME • SIDEWALKS OF NEW YORK • BE KIND TO YOUR PARENTS 




for 

Small 

Fry 

Leading Educational and Musical authorities have combined 
their talents to choose the list of selections and stories pre- 
sented on HAPPY TIME RECORDS. 

These HIGH FIDELITY LONG PLAYING RECORDS are de- 
signed to present the child with a complete program of songs, 
stories and games to cover all phases of development from 
ages 2 to 9. 

The foremost aims of HAPPY TIME RECORDS is for children 
to find FUN in music; and provide them with happy sounds as 
they grow up, as well as fond memories of their childhood in 
future years. 

Parents, too, will be pleased bv the content and child’s 
reaction to these recordings. HAPPY TIME RECORDS are 
recorded exactly the way a child will enjoy hearing them; and 
on material that is unbreakable in normal usage, even under 
the rigorous treatment they are sometimes subjected to by 
young children. 


HT-1001 

Peter and The Wolf 

HT-1002 

Music from "Babes In Toyland” 

HT-1003 

Mother Goose Favorites 

28 Best loved songs for children 

HT-1004 

Songs from Walt Disney and Others 

HT-1005 

Sing Along for Children — Vol. 1 

HT-1006 

Happy Crickets 

Featuring The Chipmunk Song 

HT-1007 

Happy Birthday — Party Time 

HT-1008 

Lullabies 

HT-1009 

The Little Engine That Could 

and other Railroad Songs and Sound Effects 

HT-1010 

Bedtime Stories and Songs 

HT-1011 

25 Nursery Rhymes and Stories — Vol. 1 

HT-1012 

TV and Movie Favorites for Children 
“Huckleberry Hound" — -"Yogi Bear" — 

“Wyatt Earp” — “Nick Nack Paddy Whack", etc. 

HT-1013 

Hymns for All Children 

HT-1014 

Kiddy Pop Parade 

Do-ReMi — Yellow Rose of Texas 

Skip to My Lou — Bluetail Fly, etc. 
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FEATURING 

• Baby Oh Baby 

• What’s in an angels eyes? 

• Pleading no more 


PLUS 9 MORE 
GREAT SELECTIONS! 
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Side One 

1. Baby Oh Baby 

2. On My Honor 

3. A Toast To Your Birthday 

4. Baby, Walk On In 

5. Pleading No More 

6. Deep In My Heart 


Side Two 

1. Happy Holiday 

2. What’s In An Angels Eyes 

3. My Cherie 

4. Explain It To Me 

5. Don’t Say Goodbye 

6. Better Forget Him 



0 90431 5077 1 


A PRODUCT OF COLLECTABLES RECORDS CORP 
BOX 35, NARBERTH. PA 19072 


THE SHELLS 

Everyone who followed popular music in the early 1960’s remembers the 
classic urban harmony group, the Shells, for their hit record, “Baby Oh 
Baby What is not so well known, is that the song was actually recorded 
three years prior to it making the charts in late 1960. In fact, the original 
Shells, had long since disbanded by the time the record became a hit! 

The original Shells came from Brooklyn and were led by tenor, Nate 
Boukmght. The passage of time has obscured the names of the rest of the 
members of this group What is known is that the Shells were first 
discovered and recorded by Hiram Johnson, brother to the famous 
bandleader, Buddy Johnson. Hiram Johnson’s Johnson record label also 
gave a start to another well known vocal group, the Dubs. 

The original Shells firs* recorded in 1957, waxing sides like "Baby Oh 
Baby”, "What Do You See In An Angel’s Eyes”, “Explain It To Me", "Don’t 
Say Goodbye", “Pleading No More" and “My Cherie" “Baby Oh Baby" 
was popular locally, but failed to click nationally and the group broke up. 

In 1958, Hiram Johnson had put together a new group of Shells, 
consisting of Bobby Nurse (first tenor), Shade Randy Alston (second 
tenor), Gus Geter (baritone) and Danny Small (bass). Nate Bouknight was 
persuaded to rejoin the group and the new Shells recorded for End records 
("Sippin' Soda"). By 1959, Nate had again left the Shells and was replaced 
by lead singer. Roy Jones. This group recorded briefly for Roulette records. 

The Shells’ story took a sudden turn for the better in 1960. when R&B 
vocal harmony connoisseurs Wayne Stierle and Donn Fileti convinced 
Johnson records to repress “Baby Oh Baby". Through their persistent 
efforts, Stierle and Fileti were able to get air play for “Baby Oh Baby" and 
the record broke into the national Top-20 charts. Nate, who had in the 
meantime recorded with Nate and the Chryslers (“Someone Up There"), 
rejoined the second Shells group for appearances and new recordings. 

Back in the studio, the Shells recorded “An Island Unknown”, “Better 
Forget Him", “Can’t Take It", “In The Dim Light Of The Dark", “O-Mi 
Yum-Mi Yum-Mi" and a more polished version of “Explain It To Me" for 
Johnson records. 

The short-lived success of “Baby Oh Baby" was not enough to keep Nate 
Bouknight with the Shells. After experimenting with a new lead for one 
record, Roy Jones was brought back for recordings of "Happy Holiday”, 
“Deep In My Heart", "A Toast To Your Birthday” and “On My Honor". 
“Happy Holiday" received air-play as a Christmas song, in spite of the fact 
that it is not about Christmas. The other sides were only marginally 
successful, despite being fine vocal harmony songs. 

The Shells remained relatively inactive until Wayne Stierle brought back 
the quartet of Nurse, Alston, Geter and Small for an acappella album in 
1966. Collectables records now presents the greatest hits of one of the 
finest of the New York vocal groups, the Shells. 

References: “The Shells - Parts 1, 2, 3”, Wayne Stierle, Bim Bam Boom 7, 

8, 9. 

Charlie Homer 

“The Rhythm & Blues Show" 

WXPN-FM Radio, Phila. 

Saturdays, 2 - 5 PM 

Other Great Albums and Tapes 
Available From Collectables 



THE DELL VIKINGS 

The Best of- COL-5010 

Come Co ItT/A Me • Don't Be A Foot * What Made Maggie Run 

• Over The Rainbow • Willettc • Down In Bermuda • tou Say 
tbu Lore Me • Whispering Bells • How Can I Find Thie Lo iv 

• I'm Spinrwtg • .4 Sunday Rind of Lote • I Himf To Marry lo u 

• II hen / Come Home • Watching The Moon 



EARL LEWIS AND THE CHANNELS 
New York's Finest— 

The Best of- COL-5012 

The Closer )bu Are • Stars In The Shy • My Loie Will.Seivr Die 
• The Gal Next Door • What Do K>u Do I Fast Itr/ • My Heart Is 
Sad • The Cleam In Your Eyes • .You- tbu Know • / Really Lote 
tbu • Bye Bye Baby • My Loving Baby • What Do tbu Do iSJou 
l It I • Flames In My Heart 



SONNY TIL 
AND THE ORIOLES 

Greatest Hits— COL-5014 

Crying In the Chapel ' • It 's Ibo Soon 1b Know • Chaj\i In The 
Moonlight • Secret Lote • I Miss You So • Back 1b The Chore! 
Again • Lonely Christmas • Don 't Ml Her • What Haptvned 1b 
tbu • Don't Mess Around • \ew tbarsEve* Mite and Ml Me 
Why • Wobble • Hey Little lliimtm 



THE 5 SATINS 

Sing Their Greatest Hits— COL-5017 

In The Still of The. kite • Shadous • Wonderful Ctrl • III Be 
Seeing tbu • The Masguerude Is < her • t th Happy Day • 

A Million 1b One • lb The Aisle • All Mine • t ha \nnnersary 
Do tbu Remember • Candle Light • The Time • liisAiry Ring 



THE NUTMEG S 

Greatest Hits— COL-5018 

Story Cntold • Rcy 1b TheRmgdom • The Ship Of Lote • 
Whispering Sorrows • Cifl OfCabbni s Uiiman • Make V,- fns> 
My Mind * My Story • Rock Me • Corning Home • I l.ot eSo 
line • Betty Lou • My Sued Drvxmv. 
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MEET THE KOBLES 


THE TDIETOi\ES 
Side one 

1-L\ MY HEART 
( Smith- Johnson ) 

2 — MY LOVE 

( LaRue -Johnson ) 

3— I’VE GOT A FEELING 
( LaRne-Johnson ) 

4— PRETTY, PRETTY GIRL 
( Glozck -Johnson) 

5— GET A HOLD OF YOU SELF 
(Roger LaRnc) 

6— THE HOUSE WHERE LOVER’S DREAM 
(George Ealev) 

7 — ANGELS IN THE SKY 
(Timetoncs) 

8— SUNDAY KIND OF LOVE 

( Leonard-Bell-Rhodes-Prima ) 


THE NOBLES 
Side two 

1— POOR ROCK ’N ROLL 

( Kusell-Giam-Trinathi) 

2— TING-A-LING 

( Bemardo-Kugell-Giam ) 

3 - THE SEARCH 
(G. Pitnev) 

4— WHY' BE A FOOL 
( Nobles) 

5- DARKNESS 
(G. Pitnev) 

6- CRIME DON’T PAY 
( Hie Nobles) 

7 —SCHOOL DAY CRUSH 

( Kugcll-Giamettei-Coscnza) 
8— SCHOOL BELLS 

( Krondes-Evans-Jacob; • . ) 








FEATURING 
RUDY WEST 


THE BEST OF 
THE FIVE KEYS 

VOLUME-4 





THE BEST OF THE FIVE KEYS 
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Side one 

1 PEACE AND LOVE 

(Chuck Willis) 

2 MY PIGEON'S GONE 

(John Davenport) 

3 C'EST LAVIE 

( 

4 DREAM 

( 

5 ALL I NEED IS YOU 

( 

6 'CAUSE YOU'RE MY LOVER 

(Sherm Feller-Goldie Tyler) 

7 GEE WHITTAKERS 

(Winfield Scott) 


VOLUME-4 


Side two 

1 LING TING-TONG 

(Mable Godwin) 

2 I'M ALONE 

(Gayton-Jones-Mendel Sohn) 

3 EMILY PLEASE 

(Earl Shuman-Alden Stuman) 

4 HANDY ANDY 

(Ollie jones) 

5 DO ANYTHING 

(Clyde Otis-Ivory Joe Hunter) 

6 IT' A CRYIN' SHAME 

(Guy Wood-Aaron Schroeded) 

CH-1000 
Long playing 
Full fidelity 
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VOLUME ONE 


SOME OF THE BEST 


OF 

SIDE A - Uptempo 

VOCAL GROUP 

1 . Really Wish You Were Here 

The Keynotes 

HARMONY 

2. Lamplight 

The Deltas 

3. Come On Back 


The Ramblers 


4. Woe Woe Baby 

The Vocal Group Sound of the 1950’s is again growing in tremendous popularity 

The Personalities 

among the lovers of this type of music. The Lovers of this sound should be pleased with 

5. Walkin’ With My Baby 

this album, because it contains some of the most sought after, and best sounding records 

The Vocal Tones 

the 1950's had to offer. 

6. Roach's Rock 


The Temptations 

This type of sound has captured the ears and hearts of many since 1969 when the 

7. Heartbeat 

so-called revival was started by the late Gus Gossert. Gus. a New York D.J. who had 

The Whirlwinds 

it in his heart to spread this sound again to the New York area, first aired his show in 

8. Do You Love Her 

1969. He captivated his audiences with the sound, something that had not been done in 

The Impressors 

New York since the early 1960's. What Gus did in his few years on radio, was to spear- 

9. Hy Wocky Toomba 

head a movement that has lasted 1 1 years and is still going strong. 

The Mighty Jupiters 

And spread it he did! New record shops (much like the legendary Times Square 

SIDE B - Slow 

Record Store owned by Irving “Slim” Rose) have opened catering to the collector with 
tie sale and promotion of vocal group records. One of the most surprising aspects of 

1. My Life My Loved One 

what has been happening, is the amount of new groups that have formed, and who are 

The Incredible Upsetters 

releasing old standards with the sound on various independent labels. On the same note. 

2. How Can I Love You 

is the tremendous effort that is being made by some of the original groups from the 

The Swinging Hearts 

original era. re'ornr.ing and making a great comeback, due to the never-dying sect of the 

3. Angel Mine 

vocal group harmony sound. 

The 5 Playboys 

4. Lonesome For You 

Included now in this sect, are the new comers to this music. These people, who never 

Frankie Greer Quartet 

realized this music because of their young age when most of this material was first 

5. Devil You May Be 

released, are now climbing the walls trying to obtain this original material. If this is the 

Miriam Grate and the Dovers 

case, then this album is for you! Lastly, for the people that do remember these records 

6. Dear Don 

and still love the sound, then this album is also for you! 

The Metronomes 

7. Somehow 

As said before, this album features some of the best records ever recorded, both 

The Ballads 

uptempo and slow. When you play it, sit back and listen, and let your mind go back. 

8. Teardrops 

Go back to when these people were just teenagers singing out their hearts on the street 

The Vala Quons 

corners, in hallways and when they were actually standing in recording studios recording 

9. Angel Of My Dreams 

these songs. 

The Sonnets 

Then start tapping your toes, snapping your fingers, and get up and dance. But 
mostly, keep the sound and memories in your heart. Keep it treasured there forever 


you’ll never regret it! 
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GROOVIN' HIGH 
ALL THE THINGS YOU ARE 
A NIGHT IN TUNISIA 
AFTERNOON IN PARIS 
I'LL REMEMBER APRIL 
WEST COAST BLUES 
BLUESETTE 
HIGH FLY 




DAN HAERLE - Piano 
TODD COOLMAN - Bass 
STEVE DAVIS - Drums 


A New Approach To Jazz Improvisation 





JA 1265 STEREO 

III 

SIDE ONE 

Tuning Notes "Bb" and "A" Concert 

1. GROOVIN' HIGH 

2. ALL THE THINGS YOU ARE 

3. A NIGHT IN TUNISIA 

4. AFTERNOON IN PARIS 


tuning not-. ^ x r9Cor[)B d track. 

nat ^ acolo,lIG 
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A Product ot JA RECORDS 






RECORDING ENGINEER - Steve Good 
PIANO TECHNICIAN - Steve Presley 
COVER & GRAPHICS - Pete & Susan Gearhart 
ENGRAVING • David Silberman 


Produced by Jamey Aebersold 
1211 Aebersold Drive New Albany, IN 47150 


VOL. 1 A NEW APPROACH to J AZZ 
IMPROVISATION. New 5th Edihon! 

j Beg./lnt. level. Chapters on melody, modes. Blues 
scale. Pentatonic scale use. ear training, orticula- 
i lion. Blues melodies, chromaticism, etc. All scales 
i and chord tones written in each measure. Con- 
tains Blues in F & Bb, Dorian minor track, 
cadences, cycles, ll/V7's and more. For ALL 
I instruments Often called the "Most Widely Used 
' Improv Method On The Market”. 

VOL. 2 NOTHIN* BUT BLUES. Beg./lnt level. 
II different Blues in various keys ond tempos 
with greot melodies — some harmonized! This 
volume is truly fun to play with. Rhythm section 
really grooves. All scoles and chord tones written 
m. New section on how to play the blues. 

VOL. 3 THE II/V7/I PROGRESSION. Int. 

.) level. Probably the most important musicol se- 
• ouence in modern jazz. A MUST for jazz 
’ players. If you have been working on scoles and 
t chords, this set is for you! Book and supplement 
j with 120 written pottems to be used with record. 

V OL. 4 VIOVIN'ON. Int./Adv level A 
challenging collection of Aebersold & Hoerle 
j tunes. Each song hos melody ond chord progres- 
i sions transposed for all instruments, Dan Haerle. 

’ piono; Rufus Reid, boss; Charlie Craig, drums. 

V OL. S TIME TO PLAY MUSIC. Int level A 
| gr at set to use when making the transition from 
I learning scales and chords to actually improvis- 
, in i on given melodies ond chord progressions. 
E«)ht songs that ore written in the style of the 
I gr.-at iozz stondards, Suggestions for building 
. so os for each song. 

VOL. 6 "ALL BIRD* . Int./Adv. level. 10 songs 
I written by the great Charlie Parkel. Excellent way 
to learn Bebop. Rhythm section is Ron Carter, 
boss; Kenny Barron, piano; Ben Riley, drums 
; Tremendous feel on record. Bebop if the music of 
'he future. 

V OL, 7 MILES DAVI S. Int./Adv. level. 8 classic 
originols written by Miles Davis. Four, Milestones, 
j Tune Up. The Theme ond 4 more. Miles' most 
I popular tunes of the Fifties. Fun to ploy with 


$9.95 

per set 
LP & Book 
(unless indicated) 


-® 


1988 JAMEY AEBERSOLD _ 


We're changing the way people practice! 

HOW TO USE. . .each volume contains a quality 
stereo record and a coordinated booklet with parts 
FOR ALL INSTRUMENTS. The volumes do not 
necessarily get progressively more difficult. 

The special stereo separation technique is ideal for 
use by rhythm players. The left channel includes 
bass and drums, while the right channel includes 
piano or guitar and drums (except Vol. 29). 
Popularly termed "The Most Widely Used Improvisation 
Method On The Market!" Suggested order of study: 

Vol. 24, 1, 21, 2, 3, 5 


VOL. 13 CA NNONBALL AD DERLEY, Int. 

level. This is an album with a happy sound. A 

very Bluesy oriented group of songs made 
famous by the Cannonball Adderley Quintet. 
Rhythm section is Sam Jones, bass; Ronnie 
Mothews, piano; Louis Hoyes, drums. 


VOL. 14 BENNY GOLSON. Int./Adv. level 8 
jazz classics! This set gives you something to think 
about and con help raise your level of playing. 
Benny is one of the most popular jazz composers 
olive. This set was produced by the composer 
himself! Patrice Rushen, Bob Mognusson & Roy 
McCurdy. 


VOL. 19 DAVID LIEBMAN. Int./Adv. level. 
These tunes are fresh and the chord progressions 
are not the usual found in standard jazz songs. 
There are no ll/V7's in this set. A step in a new 
direction. Rhythm section is Richie Bierach, Frank 
Tusa and Al Foster. 


VOL. 20 JIMMY RANEY. Int level. A greot 
way to really study Bebop. This outstanding set 
includes transcribed solos written and played by 
Jimmy on guitar. Regular LP is used for play- 
along purposes. the special, small EP record 
has Jimmy soloing and playing all the 10 solos 
from booklet. A new concept. All songs based 
on standards. 


VOL. 25 17 ALL-TIME STANDARDS. All 

levels — vocalist & instrumentalist. Words and 
music to 17 all-time favorites. A 2-LP set contain- 
ing: Summertime. My Foolish Heart, Have You 
Met Miss Jones. I Can't Get Started, I Could 
Write a Book. Personality etc. Rhy. Section Hal 
Galper, Steve Gilmore & Bill Goodwin. Price 
$13.95 (2 LP's & Book) 

VOL. 26 THE "SCALE SYLLABUS" with 
David Liebman. soprano sax & Jamey Aebersold, 
piono. For ALL levels, vocalist & instrumentalist. 
Hear solos on each scale listed on Scale Syllabus 
played simple, then complex. You can practice 
ond improve tool $9.95 (2 LP's. Insert) 


VOL. 8 SONNY R OL LINS. Int./Adv level 
These songs represent o large portion of the jazz 
player's vocobulory. They are all considered jozz 
standards. Songs range from simple to complex, 
slaw to fost. Doxy. St. Thomas, Blue Seven, Valse 
Hot. Oleo, Airegin, etc. 

VOL. 9 WOODY SHAW. Int./Adv. level 
Originols written by Woody Shaw. These songs 
are o departure from the typical Bebop jozz 
melodies ond chord progressions. Most of these 
songs hove been recorded by Woody Show, 
Rhythm section; Ronnie Mathews, Stafford James 
and Louis Hoyes 

VOL. 1 0 DAVID BAKER . Int./Adv level This 
set is a sleeperl 8 songs by one of the finest |ozz 
educators in the world, A wide variety of styles 
ond tempos Unusual chord progressions. Don 
Hoerle, Rufus Reid, Jonathon Higgins or Charlie 
Craig, 

VOL. H HERBIE HANCOCK. 

This set contains a lot of variety swing, rock, 
modal, funky, Contains Maiden Voyage and 
Watermelon Man plus six more Ron Carter, 
boss; Kenny Barron, piano; Billy Hart, drums. 

VOL 12 DUKE ELLINGTON. 

classics everyone should learn. Some of the 
rtojl famous jozz standards in the worldl Satin 
O', if, Pvrido, "A" Train, Solutido. Mood Indigo, In 
a Sentijionlol Mood. Sophisticated lady, etc R 
early, K. Barron, piano; Billy Hort, drums 


VOL. 15 PAYIN' DUES. Int./Adv. level. Don't 
overlook this one I Most musicians agree, this is a 
much needed set of songs based on chord pro- 
gressions to stondards. Rhythm section is Ron 
Carter, bass; Kenny Borron, piano; Grody Tote, 
drafts. Nine songs in all. 


VOL. 16 TURNAROUNDS, CYCLES & 
ll/V7*». Int./Adv. level If you have been work 
ing on playing scales, chords ond harmony in 
general, fhis set is tho next step towards getting 
your ears and fingers coordinated. This 2-record 
set is a continuation of Vol. 3, but in much more 
depth. SI2.95 (2 LP's ond Book) 


VOL. 1 7 F, GRACE SILVER. It.-,,/!,,. I,,, I 
These sonps are O' rod oil year 'roundl Ron 
Carte, 1 , Kunny Barron ond Al Foster make these 
eight songs roolly come to life. Contains Song for 
My Father The Preacher, The Jody Grind, Sister 
Sadie, NjtviUo, Peace, Silvers Seronodo. Gregory 
Is Here. 


VOL. 18 HORACE SILVER. 

This set is a challenge but worth your every of 
fort . Sortie rhythm section os Volume 17. Tempos 
are faster titan Vol. 17. Songs ore Strollin', Room 
608, Nica't Dream, Ecatoh, Mayreh. Quicksilver. 
Summer in Central Park ond Barbara. 


VOL. 21 GETTIN* IT TOGETHER. All levels 
— vocalist & instrumentalist regardless of ability. 
This 2-LP set will quickly change the practice 
hobits of many musicians, Each track covers all 
12 keysl Very thorough set. 31 different tracks to 
practice with. There is enough here to keep 
everyone busy for a long time. Price $11.95 (2 
LP's & Book) 


VOL. 22 FAVORITE STANDARDS. All levels 
A beautiful 2-LP set containing music and lyrics 
to Stella By Starlight. My Old Flame, My Ideal, 
Easy Living, The Nearness of You, I Remember 
You, etc. Price $13.95 (book & 2 LP's) 


VOL. 23 ONE DOZEN STANDARDS. All 

'""iientulisl. Music and 

lyrics to 12 standards. Angels Eyes. But Beautiful, 
Everything Happens To Me, Here's That Rainy 
Day etc . Price $13.95 (book & 2 LP's) 


VOL. 24 MAJOR AND MINORI 

— vocalist <1 instrumentalist. This 2-record set 
covers all Major ond all Minor scales in all 12 
keys. Each track is approximately 2Vi to 3V> 
minutes long and slays in one koy for duration of 
track. One record is Major, tho -other is Minot, 
Excellent for everyone including advanced 
players. Price $11.95 (2 IP's, BK, EP) 


VOL. 27 JOHN COLTRANE. Int./Adv level 
Greot collection of Coltrone favorites, including 
Naima, Mr. P.C., Some Other Blues. Like Sonny 
and more. Rhythm section is R. Carter, bass; 
Harold Mobern, piano; Adam Nussboum. drums. 
Price $10.95. 

VOL, 2 8 JOHN COLTRANE. 

Includes Impressions and Giant Steps (2 versions 
each). Dear Lord, Mr. Day and more. Price 
$10.95. 

VOL. 29 PLAY DUETS WITH JIMMY 
RANEY. my comps on left channel and solos 
on right. Especially helpful for guitarists & rhy. 
section players. Excellent channel separation. 

VOL. 30 RHYTHM SECTION "WORK- 
OUT''. lo or compl Tips 

from Dan Hoerle, Tood Coolmon, Ed Soph ond 
Jack Potorson. 

VOL. 30A, Designed for Keyboards & Guitar. 

VOL. 30B. Designed for Bats & Drums. 

VOL. 31 BOSSA NOVAS. Fot all levels Col 
lection of jazz musicians' favorites; Quiet Nights 
Wave, Ipanema. Once I Loved, etc, Rhy section 
it Hoi Galper, Stove Gilmore ond Bill Goodwin. 


VOLUME 43 
U.S. $10.95 

SIDE TWO 

1. HIGH FLY 

2. WEST COAST BLUES * 

3. I'LL REMEMBER APRIL 

4. BLUESETTE 


PERSONNEL 

DAN HAERLE - Piano 
TODD COOLMAN - Bass 
STEVE DAVIS - Drums 
• Jamey Aebersold - Piano 
Tyrone Wheeler - Bass 


VOL. 32 BALLADS. Seized .on bolbd. 
played by Phil Woods rhy. section! Includes Lover 
Man. Skylark, Lush Life, You've Changed, etc. 

Rhy. section some as Vol. 31. 

VOL. 33 WAYNE SHORTER. 9 songs 
recorded ond mode famous by Wayne on Blue 
Note records. Footpnnts. Infant Eyes, Witch Hunt, 
Black Nile. ESP. etc. Pace $13.95 (2 LPs & Bki 

VOL. 34 JAM SESSION. 18 ,azz standards 
such as Green Dolphin St., Just Friends. Invito- 
lion. Laura. Star Eyes, Secret Love. etc. Rhy. 
section like Vbl. 31. Pace SI 3.95 (2 LP's & Bk) 

VOL. 35 CEDAR WALTON. 9 fresh original 
songs on their way to becoming Jazz "Stan- 
dards''. Bolivia. Maestro. Oios De Roio and 6 
more. Cedor, piano; R. Corrter, bass; Billy Hig- 
gins, drums. 

VOL. 36 BEBOP AND BEYOND. B e 

tunes recorded by Jazz Greats for many years. 
Ladybird. I Mean You. Ray 's Idea, and 5 more. 
Ronnie Mathews, piano; Roy Drummond, bass, 
Morvin Smith. Drums. 

VOL. 37 SJLMMY NESTICO. Woodshed 
solo sections to big band charts or ploy os com- 
bo tunes. Hay Burner, Basie Straight Ahead. 

Wind Machine ond 5 more Rhy. Section Don 
Hoerle, Todd Coolman, Ed Soph. 

VOL. 38 BLUE NOTE. 17 Jozz Favorites 
recorded on Blue Note Records. Lazy Bird, Blue 
Train, Moments Notice. Recorda Me. Isotope. 
Ceoro, El Toro and more. Rhy, Section same as 
Vol. 31. (2 LP's & Bk) $13.95 

VOL. 39 "SWING, SWING, SWING". 

Fine standards include Avalon, Bye Bye 
Blackbird, Too Marvelous For Words. Blue Room. 
Sweet Georgia Brown. Oh, Lady Be Good!. In- 
dian Summer, Poor Butterfly. Rhythm section is 
Hoi Galper, piono, Steve Gilmore, boss; Bill 
Goodwin, drums. 

VOL. 40 "ROUND MIDNIGHT". Favorite 
standards include / Know Thot You Know. If I 
Love Again. September In The Rain Love For 
Sole. Softly As In A Morning Sunrise. Lullabye of 
Birdland Days of Wine And Roses Round Mid- 
night, A Firne For Love, Eody Autumn. You Go 
To Aly Head. Nancy, I Cover The Waterfront, 
Autumn In New York. Namely You. Rhythm sec 
tion some os Vol. 39. (2 IP's & Bk) $13.95. 

VOL. 41 "BODY AND SOUL". Greot stan 
dards include Alone Together Lover Come Back 
To Ale Yours Is Aly Heart Alone. You And The 
Night And The Music. Teach Me Tonight. What 
Is This Thing Called Love. Time After Time. You're 
Aly Everything The Very Thought of You. Misty 
Body And Soul. What > New When Your Lover 
Hay Gone. I m An Old Cowhand. Rhythm sec- 
tion is Don Haerle. piano; John Goldsby. bass. 

Ed Soph, drums. (2 LP's & Bk) $13.95 

VOL. 42 BLUES. Blues in ALL keys. Slow 
tempos. Melodies ond chord/scales. Great prac- 
tice for all levels. Janies Williams, piano; Bob 
Crenshaw, boss; Mickey Roker, drums. LfYBk or 
Cais/Bk $10.95. 

VOL. 43 GROOVIN HIGH. S 

classics, Groovin' High. All The Thing* You Are. 

A Night in Tunisia Afternoon In fbns. HI 
Remember April. High Fly, Bluesette, Ufcsf Coast 
Shies. Rhythm sodion is Don Haerle. piono; Todd 
Coolmon. boss; Steve Dovii, drums. Ptice $10.95. 
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UNION 
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TELEGRAMA 


Poker deAses - ROBERTO LEDESMA • ODILIO GON - 
ZALEZ - DANIEL SANTOS - ORLANDO CONTRERAS 
NICC MEMBIELA Y SUS GUITARRAS BORICUAS 
Rondundo tu esquino - Conton: ALBERTO ROCHI • 
HECTOR PARDO - G. VALLADARES con el Conjunto 
CASABLANCA 
FAJARDO vs SE.>SmCION 

NICO MEMBIELA INTERPRETA A LECUONA 
“Gardel” interpreta Gardel - en la vox de EMILIO RA 
MIL 

Mis noches sin Ti - Instrumental - Conj. de Arpas del 
Paraguay “Santa Carmen” 

Algo para Recorder - Instrumental - VIOLINES DE 
PRILA'S 

Mexico y sus Rancheras - con PACO MICHEL - GLA - 
DYS & LISTORIEL TORRES y Mariachi 

UN TELEGRAMA - GERMAN GARCIA con el Trio Los 
Tifanes y Orq. H. Suarez 

TRIOS FAMOSOS - Servando Diaz • Tai cu ba y T. A I - 
varez 

Romance Italiano - NAPOLEON DILHMES 

En el Juego del Amor - CELIO GONZALEZ y Conjunto 

Jovenes del Cayo 

Nuestro Juramento - cantan ALBERTO GOMEZ. Cholo 
Palacios con la Orq. Tipica Argentina 
Sonar - con CARLOS DIAZ 

Regresa a Mi - LUIS DON ALD y MIGUEL de GONZALO 
CARLOS MONTIEL con Panchito Calimano y su Combo 
Noche y Dia - con FREDDY I a creadora del “ F eeling" 
ALBERTO BELTRAN (El Negrito del Batey) y BERTO 
GONZALEZ 

No via Mi a con OR L AN DO V A L L E J 0 
AOUI ESTA EDUARDO DAVIDSON 


Epoca de Oro Vol. 1.- OLGA GUILLOT 

Canciones qu e siempre quise Grabar.- OLGA GUILLOT 

Campanitas de Cristal.- OLGA GUILLOT 

Blanca Navi dad.- OLGA GUILLOT 

Me voy pa’ Moron - Orq. MELODIAS DEL 40 

Esto se pone ..abroso - Orq. RIVERSIDE 

Damela que tu la tienes - Orq. MELODIAS DEL 40 

Sabrosona - ROBERTO FAZ y su conjunto 

TRIO CALAVERAS - R aii I P epc y Mi guel 

Una noche en T ropi cano - Crq. RIVERSIDE 

TieneSabor - Orq. SENSACIOM 

Rascando siempre Rascando - JULIO CUEVAS 

Sigue el Sabor - Orq. SENSACION 

Guitarra Mdgica - W I L SON & H IS C OM 30 

Guaguanco a fodos los Barrios - ESTRELLAS DE CHO 

COLATE 

Baila mi Gente - Orq. EST R E L L AS CU BAN AS 

Piano Magico - LEO ROSAS 

Nosfal gi a Habonera - MARIA LUISA CHORENS 

El Ultimo Cuple y La Violetera - CHARANGA CUBANS 




Y LOS MEJORES ARTISTAS LATINO- AMERICANOS 


CANPlONEfi dt ‘ 

SIEMPRE 


LEDESMA 


MANUFACTURED & DISTRIBUTED BY 
PUCHITO RECORDS MFG- Co. Inc. 

P. O. BOX 445 
HIALEAH, FLORIDA 
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CELP 441 


CELP 441 


EVERYBODY CHA-CHAS 


Side 1 

1. Cha-Cha-Charinete (Clarinet Cha-Cha-Cha) 

2. Yo Quiero Tranquilidad (I Want Peace) 

3. Por Que Te Empenas En Decir (Why Must You Persist In Saying) 

4. Me Lo Dijo Adela (Sweet & Gentle) 

5. El Jamaiquino (The Jamaican) 

6. Joseito (Little Josie) 

Seeco, in its continuous effort to attain the ultimate 
in sound-reproduction and to satisfy the demands of the con- 
noisseurs of popular Latin American music, proudly presents 
a new 12” High Fidelity Long Playing Record entitled 
“EVERYBODY CHA-CHA’S . . . Offered are the most versatile 
musicians and singers, who have gained acceptance and 
recognition for their outstandingly different styles and arrange- 
ments, in their, way of interpreting the new and exciting 
rhythm . . . THE CHA-CHA-CHA. 

Like most of the popular Latin rhythms, the torrid 
CHA-CHA-CHA was conceived and brought to fame and 
popularity from Cuba, the birthplace of Latin American music. 
Since its creation some years ago, it has rapidly swept 
the world at a faster rate than its predecessors the Manrbo, 


Side 2 

1. Rico Vacilon (Sweet and Gay) 

2. El Tunel (The Tunnel) 

3. Oyeme Mama (Listen To Me Mommy) 

4. Aprende Cha-Cha-Cha (Learn The Cha-Cha-Cha) 

5. Este Cha-Cha-Cha (This Here Cha-Cha-Cha) 

6. Circumstancia (Circumstances) 

Rhumba and Tango. At the present time it is holding forth 
in the spotlight with the Merengue (SCLP 9051). 

Contained herein are authentic CHA-CHA-CHA 
rhythm selections as performed by artists who have basically 
the “Native Feel for this music, such as Machito and His 
Afro-Cuban Orchestra; the melodic and sensuous voice of 
Vicentico Valdes; the number one musical group of Cuba, The 
Sonora Matancera; Bobby Capo, sometimes called the “Song- 
bird of the Tropics; the beautiful blend of harmony and tempo 
of the Trio Avileno; Frank Souffront, the new voice with a 
beat; and to round out this all star cast, the pepper)' and ex- 
citing Trio Alegria. To use the old saw . . . Who can ask for 
anything more? ? ? ? So put this record on the player. . . . get 
on your feet . . . and . . . LET'S DANCE THE CHA-CHA-CHA. 


For the high fidelity connoisseur who demands that 
his equipment operate at its fullest potential . . . 
Seeco Records are a must. 


SEECO RECORDS, INC. 


NEW YORK, N. Y. 


Printed in U.S.A. 



ZAMBUMBA 


UN POQUITO DE AMOR 
LOVER COME BACK TO ME 


ICHELL RHUMBA 
ALO 


WALTER Wl 




U45 UT 

14 HOUR WIT 

NORO MOR 

ICl 



Allegro 


'fa 



Ut 

/t a 

M 

L_ 

1345 






Allegro Ultraplgjiic high fidelity 


LIST PRICE $3.98 


World Famous Music by World Famous Artists on 12 inch 


long playing records 


1693 ALBERT SPALDING'S ENCORES 

1688 COPLAND) Rodeo ond Billy The Kid 

1680 GERSHWIN'S GREATEST SUCCESSES. Porgy and 

Bet* Suite, Dreom ol Olwen, Rhapjody In Blue, 
Manhattan Serenade- THE BROADWAY SYMP 
JAZZ ORCH., Featuring SUZANNE AUBER. 

1675 ALBERT SPALDING Plays: Beethoven Sonata No. 

9 in A Minor, Op 47 KREUTZER SONATA 
Recorded ot Boston University with Jules 
Wolffers, Pianist 

1662 Tschoikowsky— PIANO TRIO IN A MINOR. Op. 50 
— Moderoto assal-Allegro giusto, etc -EMIL 
GILELS, Piano; MSTISLAV ROSTROPOVITCH. 
Cello. LEONID KOGAN, Violin 
1657 DAVID OISTRAKH Recital with MOSCOW STATE 
PHILHARMONIC 

1631 SAINT-SAENS — CARNIVAL OF THE ANIMALS— 
Symphony No 2 m A Minor — HAMBURG 
PHILHARMONIA ORCHESTRA 
1630 EGON PETRI Ploys Brahms: Rhapsody No. 1, 
Rhapsody No. 2, etc. 

1628 OFFENBACHI ANA Featuring GAITE PARISIENNE 
BALLET-JEAN AllAIN, Conductor 
1618 EGON FETRI Ploys LISZT; Rhapsody XII, Spinning 
Song (Wagner- lisit), Jeux D’Eaux, Ricordonio, 
Sonnet No 1, 2. 3 , 

1609 GERSHWIN AN AMERICAN IN PARIS, ond 
— GROFE (Mississippi Suite) Mardi Gras, 
Huckleberry Finn, (Grand Conyon Suite) On 
The Trail 

15«8 EGON PETRI, Pionist. plays BEETHOVEN: 

Sonata in E, Sonata in A Flat 
1587 VCRA APPLETON ond MICHAEL FIELD— 

Pinno Duo Ploy Johonn Strauss— Blue Donube, 
Artis's' Life, etc 

1577 MIKLOS SCHWALB. Pionist, Ploys Chopin. 

Strauss, Mozort 

1573 FAMOUS COMPOSERS PLAY THEIR OWN 

COMPOSITIONS: Grieg, Saint-Soens, Moscogni, 
Foure. DeKoven. Dohnanyi, D'lndy, otc. 


LIGHT CONCERT-ORCHESTRAL 


1565 AN HOUR WITH DEBUSSY: Polite Suite, Beou 
Soir, Revorle, Clair de luno, Preludes, etc. 

1562 SOULIMA STRAVINSKY Plays HAYDN: 

Piano Sonatas— Sonatas No. 19, No. 31, No. 32, 
No. 13 

1560 BACH: THE ART OF THE FUGUE— 

Borlin Symphony Orchostra 
1549 RACHMANINOFF play* RACHMANINOFF 
1537 AUBER OVERTURES: Fro Diovola, Masked 
Ball, otc. 

1534 SCHUBERT: 10 Gormon Dances, Overture in C— 
SMETANA: My Fatherland, The Bartered Bride 
1533 BALLET MUSIC: From Undine (lortzing); From 
Idomonco (Moiart), etc. 

1532 BACH: The Musical Offering 
1531 RACHMANINOFF: Rhapsody on o Themo of 
Paganini, Op. 43— 

HAYDN: Symphony No. 7 in C "lo Midi" 

1530 BIZET: L'Arlesienne Suites No. 1 and 2— 
HAYDN: Toy Symphony; Ippolilov-lvanov: 
Caucasian Sketches 

1517 COPLAND: El Salon Moxico, Anciont Flamenco 
Music Tlpica— Juon Aguil, Guitarist 
1513 COPLAND: Appalachian Spring (Ballet Suite) 
Symphony No. 3 

1511 BEETHOVEN: Violin Sonata "Spring" No. 5 In 
F, Op. 24-Sonata No. 8 In G Major, Op. 30, 
No. 3 

1510 MUSIC AND SONGS OF ASIA 
I486 CHOPIN: Preludes and Ballads 
1485 RICHARD STRAUSS: Death and Transfiguration, 
Op. 24— RESPIGHI: Tritllco Botticelliano 
1479 BEETHOVEN: Pothotique Sonata for Piano No. 8 
In G, Op. 13 

1475 AN HOUR WITH GRIEG 

1474 AN HOUR OF PIANO ENCORES 

1472 AN HOUR OF SPANISH AMERICAN MUSIC 

1471 CHOPIN SONATAS: Sonoto No. 2 & 3 

1470 SCHUBERT: Moments Musicale: Variations Liszt; 

LISZT: Rhopsodie Espagnolc— Etudos 
1468 RAVEL: Daphnis Et Chloe-Suite No 2-MA 
MERE I'OYE 


1465 STRAVINSKY) le Sacre Du Prlntomps- 
MIIHAUD; Suito Francoise 

1464 BEETHOVEN: Moonlight Sonata In C Shorp, Op. 
27, No. 2-BRAHMS: Rhapsody In B Minor-In 
G Minor-BRAHMS: Wallies, Op 39 
1462 STRAVINSKY: Firebird Suito- 

KABALE VSKY: The Comedians Suite, Op. 26 
1460 RICHARD STRAUSS: Also Sprach Zarothuslra; 

Op 30 

1459 AN HOUR WITH SIBELIUS 
1458 AN HOUR WITH RAVEL 

1448 ANOTHER HOUR OF TSCHAIKOWSKY POPULAR 
MELODIES: Coppriccio Italian, Romeo and 


Julie 


etc. 


1447 AN HOUR OF PIANO DUET FAVORITES 

Warsaw Concerto, Dream of Olwen, Ritual Fire 

1444 MOZART: Divertimento in D No. 2, 

Divertimento in E Flat, 5 Contra Donees 
1441 GEORGE HANDEL; Water Music Suito 
1438 BACH: Brandenberg Concerto No. 3, Suite No 4 
1434 16 BRAHMS HUNGARIAN DANCES 
1432 ANOTHER HOUR OF INSTRUMENTAL FAVORITES; 
Tho Sorcorer's Apprentice, Romeo ond Juliet 
Overture, etc. 

1424 LISZT: Hungarian Rhopsodies No. 1, 2, 15— 
Encsco: RUMANIAN RHAPSODY 
1422 ANDRES SEGOVIA plays BACH SUITE: REY DE 
LA TORRE, Guitorist, plays FERNANDO SOR 
1421 THE TWO GREAT FAVORITES: TSCHAIKOWSKY: 

Nutcradior Suito— GERSHWIN: Rhapsody In Blue 
1420 PROKOFIEFF: Classic Symphony 
1419 ANOTHER HOUR OF LIGHT CONCERT MUSIC: 

Annie laurio, The Broken Melody, On Wings of 
Song, Moonlight Sonata, etc 
1418 BACH:"The Clavieruebung" Partita No. 6 
Rosalyn Turock 

1417 BACH: "The Clavieruebung" Partita No. 5 & 3 
Rosalyn Tureck 

1416 BACH: "The Clavieruebung" Partita No. 4 
Rosalyn Tureck 

1415 BACH: "The Clavieruebung" Partita No. 1 & 2 
Rosalyn Tureck 


POPULAR 


MOOD 


1691 MUSIC OF ELLINGTON 

1690 SOUARE DANCE JUBILEE 

1682 ROSE MURPHY SINGS: I Can t Give You 

Anything But love. Sweet Georgia Brown, In 
A Shonly In Old Shanty Town, The Best Things 
In Life Are Free. etc. 

1670 TOPS IN POPS— Current Pop Hits 
1669 CHILDREN'S STORIES Featuring EDDIE CANTOR, 
LEW AYRES, Players & Orch.— Tweedle De Dee 
and Tweedle De Dum, Robin Hood, Cinderella, 
Alice In Wonderland, etc 
1664 COUNTRY AND WESTERN HITS — Current 
Western Hits 

1653 LATIN DANCE RHYTHMS featuring; PEREZ PRADO, 
MIGUELITO VALDEZ, NORO MORALES 
1615 THE BEST POLKAS I 6 Polkos Ployed by WAITER 
SOLEK 4 VICTOR ZEMBRUSKI Orchestras 
1608 SARAH VAUGHAN: When We're Alone, You're 
Blose, Don't Blame Me, etc. 

1607 All STAR REVUE: Jimmie Durante and Eddie 
Jackson, Georgio Gibbs, Louis Prima, Jack 
Smith, Paul Douglas, Rose Murphy, Morton 
Downey, Ella Logon, Jane Fromon, etc. 

1606 GORDON MACRAE SINGS: with WAITER GROSS'S 
ORCHESTRA: They Say It's Wonderful. Prisoner 
Of Love, etc. 

1604 JAYE P. MORGAN SINGS: with FRANK DE VOl'S 
ORCHESTRA: Have You Ever Been Lonely, Just 
A Gigolo, etc. 

1605 GEORGIA GIBBS SINGS: with EARL HAGEN'S 
ORCHESTRA: Ballin' The Jack, Old Mon Mose, 

I Feel So Smoochie, etc. 

1594 COWBOY SONG FAVORITES: FOY WILLING Tho 
Riders of tho Purple Sage, and RED RIVER DAVE 
1592 SARAH VAUGHAN SINGS: Tho One I Lovo 
Belongs To Somebody Else; It's You or No 
One. etc. 

1568 CONTINENTAL LATIN TEMPOS: Baio, Magic Is 
The Moonlight, la Violctera, Anders, etc 
1561 TIPICA SPANISH SONGS: MARIA PLAZA 

Coloratura Soprano— Francisco Alogre, El 
Rel.cario, Clovelilo*. Copies, Poemo. etc 
1559 MAMBO AND OTHER LATIN TEMPOS Bing Bong 
Mombo, Royole Mombo, Rhumba in E Minor, 
Ellen, Tango, etc 

1551 KEN GRIFFIN AT THE ORGAN: You Can't Bo 

True Dear, Cuckoo Waltz, Donkey Sorenade, etc 
1538 "BLESS THIS HOUR" Song* by MARY BOTHWEll 

— 12 selections 

1536 AN HOUR OF POPULAR TUNES PLAYED ON THE 
ORGAN: When Tho Organ Playod At Twilight, 

By A Wolorfall and 12 other selections 
1535 PIANO MAGIC April Showers, Manhattan and 
12 other selections 

1528 BAND MUSIC Bright and Bouncey, Country 
Donee, Pomp and Circumstance, etc. 


1515 "Bobalu" AFRO CUBAN RHYTHMS: 14 selection* 
1514 "St. Louis Blues" ROCKIN RHYTHM: St. Louis 
Bluos, Cocktails for Two and 12 selections 
1467 AN HOUR OF ITALIAN AMERICAN SONGS 
1466 ARTIE SHAW HOUR 
1463 COLLEGE SONGS OF All AMERICA 
1457 AN HOUR OF MARCHES 

1455 AN HOUR OF All AMERICAN COLLEGIATE MUSIC 
1451 AN HOUR OF POPULAR ORGAN SELECTIONS: 

In A Monastery Garden, Hearts and Flowers, 
The Swan, etc. 

1450 AN HOUR OF REVERED ORGAN MELODIES: 

largo-Handel; Minuet, Samson; Hondel-Minuet- 
Berenico; Handel, otc. 

1449 PIANO POP MELODIES: Show Boat, Porgy and 
Bess, Dancing Years, Fine And Dandy, otc. 

1445 AN HOUR OF THE MOST POPULAR POLKAS: 

Boor Borrel Polka, Beer Stein Polka, Helena 
Polka. Jump Polka, etc 

1443 COCKTAIL HOUR: Jealous, Girl of My Dreams, 
Flower Dance, Who's Sorry Now, etc. 

1439 AN HOUR OF IRISH BALLADS: A Littlo Bit of 

Heaven, When Irish Eyes Are Smiling, Macushla 
1433 THE HEART OF THE ISLANDS IN SONG: 

Kuu Aina Aloha, Aloha and Goodnight, My 
Purplo Lio, lei Aloha, etc. 

1425 ARTHUR MURRAY TEACHES THE RHUMBA: 

Tho Arthur Murray Way, So Troplcal-THE FOX 
TROT— Arthur Murray Taught Mo Dancing In A 

140S AN HOUR WITH ARTIE SHAW: Annivorsary Song; 
Tho Hornet; In Tho Still of tho Night; Tho 
Glider, etc. 

1345 LATIN HOUR WITH NORO MORALES Jock Jack 
Jock, Temptation, Zombumbo, Un Poquito Do 
Amor, lover Come Back To Me, Vom Vem, El 
Tubilo, Tambo, etc. 

1296 AN HOUR OF MODERN PIANO RHYTHMS 

Jealous, Nobody's Sweetheart, My Gal Sal, 
Mean To Mo, Make Boliovo, Exactly Liko You, 
Moro Than You, etc. 

1285 AN HOUR OF PIANO DANCE MUSIC: 

After You've Gone, 12lh Street Rag, Sweet 
Lorraino, Hindustan, A lovor's lullaby. Sunrise 
Soronade, etc. 

1255 AN HOUR OF HAWAIIAN MELODIES: 

Lani Mdntiro Orch, -Song of tho Islands, You 
Aro liko A Beautiful Flower; Swoot Constancy, 
One, Two, Throo, Four, etc. 

1254 AN HOUR OF LATIN AMERICAN RHYTHMS 
1250 AN HOUR OF AMERICAN WALTZES 
1249 AN HOUR OF VIENNESE WALTZES 
1202 VIENNESE WALTZES— Berlin Symphony O-rh 
1201 STRAUSS WALTZES — Berlin Symphony Orihvslro 


1696 FIDDLE FAVORITES 
1694 ENCORES OF HOLLYWOOD 
1679 SOUVENIR OF PARIS: Tho Musette Orchestras as 
played in the NIGHT SPOTS OF PARIS-Enfin 
L'Printemps, Ce Jour— La A Paris, Titine, le Petit 
Train, Oh Oh, etc. 

1678 ENCORES OF THE CLASSICS: KURT MAIER Plays- 
Concerto In A Minor, Romance In C, Melodie In 
F, Sadko: Song of India, etc. 

1677 POPULAR MOOD MUSIC FOR YOUNG LOVERS: 
Moonglow— Picnic Theme, Poor People of 
Poris, Man With The Golden Arm— Themo, etc. 
1674 SOUVENIR OF BRAZIL: BAIAO TEMPO DANCE 

Tho littlo Brazilian, Tho Magician, Dorkness. etc. 
SAMBA TEMPO DANCE: Grigri, The Plain Dance, 
Titine, etc. 

1673 ENCORES OF HARLEM: KURT MAIER Ploys: 

Stormy Weather, Honeysucklo Rose, 

Stardust, etc. 

1663 ENCORES OF THE WORLD: KURT MAIER, Pianist 
with Rhythm: UNITED STATES Doll Dance, 
CUBA; Siboney, BRAZIL: Perfidia, etc. 

1651 ENCORES OF NEW YORK: ARTHUR TATLER, 

Pianist with Rhythm-Ta Ro Ra Boom Do Ay; 

The Bowery 

1641 A TRIP TO IRELAND: ARTHUR TATLER, Pionist 
with Rhythm. Cocklos and Mussels. I’ll Take 
You Home Again Kathleen, The little 
Shamrock, etc. 

1626 ENCORES OF TIMES SOUARE KURT MAIER. 

Featuring South Pacific, King and I, Oklohoma, 
Mo and Juliet, Con-Con, etc 
1625 ENCORES OF THE DANUBE: KURT MAIER: Gypsy 
Baron, The Merry Widow Waltz, etc 
1624 ENCORES OF SOUTH AMERICA: KURT MAIER: 

Cuban Mambo, Porfidia, la Palomo, otc. 

1623 ENCORES OF THE ITALIAN RIVIERA: KURT MAIER. 

Pianist with Rhythm- Cara Mia, O Sole Mio, etc. 
1622 ENCORES OF THE FRENCH RIVIERA: KURT MAIER, 
Pianist with Rhythm: Domino, Can-Can, etc. 

1620 ENCORES OF RAGTIME: Fred Burton, The Human 
Pianola— Jealous, For Me and My Gal, etc 
1580 ENCORES OF LATIN AMERICA: KURT MAIER: 
Pianist with Rhythm,- Malaguona, Caminito, 
Noche di Rondo, Cielito lindo. Anno, etc. 

1578 SONGS OF FAITH: Toll Mo The Old Story. Wo 
Shall Moot Byo and Bye, otc. 

1576 DRIFTING AND DREAMING MUSIC— Oh How I 
Miss You Tonight, Foiling In love Again, etc. 
1572 ENCORES OF 1 1 A t Y : KURT MAIER. Pianist with 
Rhythm; Torna A Surrionto, Chitorra Romano, 
Ticta-Ticta, Anoma E Coro, otc 
1571 UNFORGETTABLE MOOD MUSIC: I'll Always Bo 
In lovo With You, Granada, April Showers, etc. 
1570 MIDNIGHT MOOD MUSIC: Birth of tho Blues. 

Blue Room. Tho Way You look Tonight, etc. 

1567 IMMORTAL CLASSIC MOODS: The Bells of St. 
Mary's, Revorio, March of tho littlo lead 
Soldiers, etc. 


1413 AN HOUR OF THE WORLD’S GREATEST 

OVERTURES: Williom Tell, Marche Slave, Light 
Cavalry Overture, etc. 

1407 TSCHAIKOWSKY: Serenade for Strings; Sleeping 
Beauty 

1403 SMETANA: Overture The Bartered Bride, etc.— 

VON WEBER: Overture Euryonthe; Turondot, 
Oberon, etc. 

1402 AN HOUR OF THE MASTER PIANISTS: 

Godowsky, Faure, D'lndy, Scott, Dohnanyi, 
Mascagni, Stojowski 

1401 DEBUSSY: la Mer, Three Symphonic Sketches- 
HADYN; The London Symphony in D Major 
1400 BEETHOVEN: Quartet in G Major, Op. 18, 

No. 2; Quartet in D Major, Op. 18, No. 3 
1396 AN HOUR OF YOUR FAVORITES: Donkey 

Serenade, September Song, Two Guitars, Fiddle 
Faddle 

1394 CONCERT HOUR: Dance of the Hours; The Merry 
Wive* of Windsor; A Night In Vienno. etc. 

1342 STRAVINSKY: PETROUCHKA 
1338 DELIBES: COPELLIA BALLET DELIBES SYLVIA 
1320 FRANCK: SYMPHONIC VARIATIONS FOR PIANO 
& ORCHESTRA— LISZT. PIANO CONCERTO NO I 
IN E FLAT 

1319 TSCHAIKOWSKY: SWAN LAKE BALLET 
13K1 DEBUSSY: AFTERNOON OF A FAUN- 
RAVEL: BOLERO 

1300 GRIEG: PEER GYNT SUITES NOS. I & 2 
1294 KHACHATURIAN: GAYNE BALLET SUITE: 

RIMSKY-KORSAKOFF: CAPRICCIO ESPAGNOL 
1283 MOUSSORGSKY: PICTURES AT AN EXHIBITION 
(Orchestral) 

1275 FALLA: NIGHTS IN THE GARDEN OF SPAIN: 

MOZART: EINE KLEINE NACHTMUSIK, k 525 
1260 RIMSKY-KORSAKOFF: SCHEHERAZADE 
1233 AN HOUR OF LIGHT CONCERT MUSIC; 

Royale Concert Orchestra: None But The Lonely 
Heart, Minuet In G, Serenade, To A Wild Rose, 
Souvenir, Traumerei, Andante Cantobile, 
Intermezzo, Horo Staccato, etc. 

MUSIC 

1566 SENTIMENTAL MOOD MUSIC FAVORITES: I Only 
Have Eyes For You, Back Home Again In 
Indiana, Frenesi, etc. 

1564 ENCORES OF PARIS KURT MAIER Pionist with 
Rhythm: La Vie En Rose. April In Portugal, 

C'est Si Bon. Pigalle, etc. 

1563 FASCINATING MOOD MUSIC RHYTHMS: 

limehouse Blues, Cherry, Bugle Call Rog, Crozy 
Rhythm, etc. 

1553 ENCORES OF BROADWAY: KURT MAIER: Pianist 
with Rhythm: Cheek To Cheek, Singing In The 
Rain, Lullaby of Broadway, etc. 

1550 ROMANTIC MOOD MUSIC Twinkle Twinkle 

Little Star, Music Box, lullaby. Minuet in G, etc. 
1548 ENCORES OF VIENNA. KURT MAIER: Pianist with 
Rhythm: Die lustige Witwe, Komm In Den 
Gleinen Pavilion, Freuhlingsstimmen, etc. 

1529 HEART STRING MOODS Gypsy Dance. The 
lonesome Wanderer and 13 other selections 
1508 EASY TO REMEMBER: Teo For Two. Beouliful 
Ohio ond 12 othor selection* 

1507 SWEET AND SENTIMENTAL: A Protly Girl Is 

like o Melody. A little Kiss Each Morning, and 
12 other selections 

1506 MOODS FOR PLEASURE TIME: Linger Awhile. 

April In Paris, ond 12 other selections 
1505 MOODS FOR STARLIGHT: I II See You In My 
Dreams, Star Dust and 12 selections 
1499 MOOD MUSIC: EASY LISTENING: I Kiss Your 
Hand Madam, With A Song In My Heart, and 
12 other selections 

1498 MOOD MUSIC: SOFT AND WARM: Speak To Me 
Of love. Now Is Tho Hour, and 12 other 

selections 

1461 AN HOUR OF BEAUTIFUL MELODIES "LIS'NIN 
MUSIC" 

1453 AN HOUR OF MUSIC FOR RELAXATION 

1436 AN HOUR OF "SOFT LIGHTS AND SWEET MUSIC": 

Soft Lights and Sweot Music, Kiss Serenade, etc. 
1427 AN HOUR OF THE "MOST BEAUTIFUL GIRL IN 
WORLD": The Most Beautiful Girl In The World, 
Sweet ond lovely, etc. 

1326 AN HOUR OF POPULAR FAVORITES: Begin the 
Beguine, Dancing In Tho Dark, etc. 

1277 DANCE PARTY— Royole Donee Orchestra 
1274 AN HOUR OF STAR DUST: A POP CONCERT 
1245 VIOLIN ECHOES OF VIENNA: Caprice Viennois; 
Liebcslied; Tambourin Chinois; liebosfreud; la 
Gitano; Rondo-louis Stevens, Violinist— Donube 
Waves: Csordos; Romany Romance; Violets; 
Submission; Once Upon A Time, E. Deutsch, 
Violinist 

1244 PIANO ENCORES: Rhapsody In Blue (Gershwin); 
Moonlight Sonata (Beethoven), Polonaise 
(Chopin': Op. 9 (Schumann); Invitation To Tho 
Waltz (Von Weber) 


JAZZ 


CHRISTMAS MUSIC 


1697 GEORGIE AULD PLAYS 
1665 CLASSICAL JAZZ I Got Rhythm Variations 
(Gershwin), The Second Rhapsody, etc.— THE 
BROADWAY SYMPHONIC JAZZ ORCHESTRA 
featuring SUZANNE AUBER, Pianist 
1659 TEDDY WILSON AND HIS All STAR JAZZ 
SEXTETTE: Body and Soul, Dinah, etc. 

1656 THE BIG "T" PLAYS THE BLUES 

JACK TEAGARDEN and his Orchestra 
1643 JAZZ All STARS: Featuring Harry Carney, 

lowrenco Brown, Joo Thomas, Sidnoy do Paris, 
Buck Clayton, Sandy Williams, etc, 

1630 All STAR JAZZ CONCERT: Featuring Sidney 
Bechet, Muggsy Spanier, Cormon Moslem, 
Wellmon Brand, Rex Stowarl, Barney Bigard, 
Lawrence Brown, Billy Kyle, Brick Floagle,- 
Swoel Loralne, lazy River, Chino Boy, otc. 


1634 THE GREAT TENOR JAZZ MEN: Over Tho 
Rainbow, Don Byas, September Song, etc. 

1633 DIXIELAND; PEE WEE HUNT and His Orth - 

After You've Gone, otc —PEE WEE RUSSELL ond 
Hi* Orch — Coquette, etc 
1600 THAT BOOGIE BEAT— Alamo Boogie, Two 
O'Clock Boogie, One O'Clotk Boogie, etc. 

1591 DUKE ELLINGTON AND HIS ORCHESTRA PLAY: 

Overturo To Jam Session, Jum-A-DItty. etc. 
1593 0IZZIE GILLESPIE AND HIS MEN PLAY: Blue N' 
Boogie, Hot House, Groovl 'Ugh, Dizzy, 

1590 JAZZ: JOE BUSHKIN AND HIS RHYTHM. 
Chicago, 12th Stroel Rug, etc. 


1685 CHRISTMAS PLAYS AND CAROLS; CAROLEERS 
AND PLAYERS: Silent Night, ‘Twas Tho Night 
Boforo Christmas, Sloopors Awako, A Chrlstmos 
Carol, Jinglo Bolls, etc. 

1684 CHRISTMAS GRAND ORGAN AND CHIMES: 

CHURCH OF ST. JAMES THE IESS, Scarsdalo, 

N. Y.-John Cartwright, Organlst-Adeste Fldelis, 
It Came Upon A Midnight Cloar, etc. 


1683 CHRISTMAS CAROLS— ST NICHOLAS BOYS CHOIR: 
O Come All Yo Faithful, Silent Night, Holy 
Night; O Holy Night, Deck The Hall, etc. 

1295 AN HOUR OF CHRISTMAS MUSIC: Vocals by THE 
CAROLEERS -Silent Night. Holy Night; Hark The 
Herald Angels Sing; Oh littlo Town of 
Bothlohem; It Came Upon A Midnight Clear; 
Away In A Manger, etc.— ORGAN AND CHIMES: 
Silent Night, Holy Night; God Rest Ye Merry 
Gentlemen; Adeste Fideles, etc. 
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Jorge cumbo 

funeral del topa inca argentine 

jorge cumbo -carlos arguedas 

manutara argentine 

juan dalera 

el serranito bolivie 

d.r. 

aguita de puthina bolivie 

d.r. §■■■■■■ 


face II 

moto mendez 

nilo soruco 

el provinciane- 
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bolivie 
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el mampulorio 

Venezuela 


d.p. argt. carlos guerra 

■milonga mi nina 

emilio ortonoo 

Uruguay 
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.marcha de las pulgas 
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direction artistique : |orge milchberg 
j los iricas : 

j iorge cumbo : argentine 
emilio arteaga : Uruguay 
I carlos arguedas : bolivie 
carlos guerra : Venezuela 
iuan dalera ; argentine 
■ instrument-— 

kena. pinkillo. kenacho. bombo. charango, guitare. 
cascabeLconcha. matraca, siku antcra. 
ca|a. cuatro. platillo 
i-gouadies du peintie argentm aguero 
production ; iorge milchberg 
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EL HUMA HUAQUENO 3’00 

BAILECITO DE LELA 215 

LA CUEQUITA 2'35 

INDIECITO 2'25 

SIKU - Folklore 2'30 

EL CONDOR PASA - Folklore 2’45 

SON CAYMAN - Folklore 3'45 

VARIACION DE TATU - Folklore 1'35 

BOCINA - Folklore 2'45 

VASIJA DE BARRO - Folklore 4’ 10 

BOLIVIANITA - Folklore 2'00 

COPACABANA - Folklore 2'35 
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1. ENVIDIA Bolero 

(G. y A. Garcia Segura) 

2. COMO FUE Bolero 

(P. Duarte) 

3. LOS ARETES DE LA LUNA Bolero 

(J.D. Quinones) 

4. PLAZOS TRAICIONEROS Bolero 

(Luis Marquettl) 

5. NO TENGO NADA Bolero 

(Raul Diaz) 

6. PIENSALO BIEN Bolero 

(Raul Diaz) 


LADO B 


1. LA MONTANA Bum, 

(G. Moreu/A. Alguero) 

2. TIERNAMENTE Bolero 

(Gross l Lawrence) 

3. DERROCHE DE FELICIDAD Bolero 

(Jorge Zamora) 

4. UNA CANCION POR LA MANANA Bolero 
(Evaristo Mendez) 

5. ANORADO ENCUENTRO Bolero 

(Plloto & Vera) 

6. YO VIVO PARA TI Bolero 

(R. Diaz) 
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"DIXIELAND JAZZ BAND ONE-STEP" 
"LIVERY STABLE BLUES"* "AT THE JAZZ BAND BALL" 
"OSTRICH WALK" • "TIGER RAG" 
"SKELETON JANGLE"* "SENSATION RAG" 
"BLUIN’ THE BLUES" -"CLARINET MARMALADE BLUES" 
"MOURNIN' BLUES"* "FIDGETY FEET" 

"LAZY DADDY" 




ORIGINAL 


DIXIELAND 
JAZZ IN HI-FI 


iii i ii mi 

1 S 1 D E O N E 

| 

| Band 1. THE ORIGINAL DIXIELAND ONE-STEP = 

Z (D. J. LaRocca) 2:36 — 

= Band 2. LIVERY STABLE BLUES 

S (D. J. laRocca' 

2,-36 E 

= Band 3. AT THE JAZZ BAND BALL 

3 (Shields-LaRocca) 

2:54 E 

| Band 4. OSTRICH WALK 

Z (Original Dixieland Jazz Band) 

1:52 = 

= Band 5. TIGER RAG 

S (Original Dixieland Jazz Band) 

3:13 E 

| Band 6. SKELETON JANGLE 

3 (D. J. LaRocca) 

2:52 E 

= S 1 D E T W O 

E Band 1. SENSATION RAG 

— (Original Dixieland Jazz Band) 

2.-12 E 

| Band 2. BLUIN’ THE BLUES 

Z (Ragas-LaRocca-Shields) 

3:05 = 

§ Band 3. CLARINET MARMALADE BLUES 

S (Shields- Ragas) 

2:47 E 

= Bend 4. MOURNIN’ BLUES 

“ (Sbarbaro) 

2:38 E 

| Band 5. FIDGETY FEET 

Z (LaRocca-Shields) 

2:18 = 

= Band 6. LAZY DADDY 

^ (LaRocca-Ragas-Shields) 

2:40 E 
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| \ the midst of World War I. the great jazz form termed 
I "Dixieland” was recorded for posterity by the group which 
had done most to bring it to the fore. This was m February 
of 1917. and the quintet had already made a lasting impression 
on the American disciples of the new rhythmic beat who were 
ever-alert for anything which offered an authentic deviation. 
This was, then, a recording session of paramount importance, 
since the group had never committed their artistrv to the wax 
before. For millions of Dixieland fans, it was a measure of 
heavenly realization to own and play the fine examples of the 
traditional arrangements of The Original Dixieland Jazz Band. 

The group had made such rapid strides to further their 
specialty, that the twelve numbers recorded at the 1917 session 
are still accepted as prime examples of the Dixieland mood 
today. Unfortunately, most of the indiv idual records are in the 
“hard-to-get” category and may logically be considered col- 
lectors' items. Then again, the phenomenal progress which 
has been made in recording and engineering standards within 
the past ten years has relegated these early discs to a level of 
much-to-be-desired insofar as the sound and recording tech- 
niques are concerned. Which is one reason why this "album 
was bom. 

Up in the Pacific Northwest, two musical friends and col- 
leagues. Don Fowler and George Phillips, were determined to 
resurrect the music of The Original Dixieland Jazz Band in a 
valiant etTort to keep this typically American music alive. 
Urged on by Phillips. Fowler began a painstaking research 
into the archives of the original group in 1939. and had 
accomplished the phenomenal task of setting the arrangements 
on manuscript by listening to the records of the I9I7"session. 
They are now considered to be the only existing notc-for- 
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note arrangements of these selections as played by The Original 
Dixieland Band! 

There was method in the Phillips- Fowler madness. Both 
being stout-hearted, dyed-in-the-wool devotees of Dixieland 
music, they foresaw the effectiveness the original arrangements 
would have if the numbers would be recorded in high" fidelitv 
sound. So. with the arrangements completed. Fowler and 
Phillips summoned the men to reincarnate the group of 1917: 
For Nick LaRocca. cornet and leader of The Original Dixie- 
land Jazz Band, there is DON FOWLER; filling the spot 
occupied by trombonist Eddie Edwards, we have GEORGE 
PHILLIPS: in the clarinet chair, held bv Larry Shields in 
1917. we now see EARL JACKSON; Henrv Ragas, pianist 
with LaRoccas group, has his chores taken over bvGEORGE 
RUSCHKA; and. instead of Tony Spargo (Sbarbaro) supply- 
ing the rhy thm, we now see DARRELL RENFRO on drums. 

Rehearsing for these sessions represented months of gruel- 
ing labor. Since the original band consisted of musicians who 
played only by ear and by “heart" — since they could no i read 
music!— the "scores.” as compiled by Fowler, turned out to be 
complex and intricate. Nevertheless, after a long period of 
time, Phillips and Fowler felt that they had brought the unit 
to a point of perfection and on a par with the great band of 
forty years ago. and. almost to the dav that manv y ears ago. 
reported to the studio in Hollywood to produce the album 
you are now holding. 

.-1 few short notes about the selections: 

THE ORIGINAL DIXIELAND ONE-STEP: One of the most 
familiar of all Dixieland numbers, this one is gav and exuber- 
ant throughout. Note, especially, the "chalFenge” of high- 
note screams between the trombone and clarinet in the cli- 
mactic passage. 

LIVERY STABLE BLUES: Slower than the tempo set in the 
one-step, this selection is highlighted by the blues effect bv the 
clarinet, offset by the final chorus in which the musicians go 
the extreme in imitating the various bamvard animals. 

AT THE JAZZ BAND BALL: Traditionally rendered in up- 
tempo, this is the fastest tempo of the entire album. Most 
Dixielanders employ the "Jazz Band Ball" as their warmup 
number. This one was a prime favorite of the LaRocca ensemble. 

TIGER RAG: Written by Nick LaRocca, this is certainly 
one of the great standards of all time. The duplication of the 
original recording of this number is considered remarkable, 
especially in the clarinet solo and the trombone's "tiger 
growl." Phillips’ preciseness of tone in the "growl” is es- 
pecially noteworthy. 

OSTRICH WALK: A real showpiece for Earl Jackson on 
clarinet. The "breaks.” incidentally, are not impromptu ar- 
rangements. but are actually incorporated as part of the melody. 

SKELETON JANGLE: George Phillips on trombone is starred 
on this tunc. The third chorus gives the selection its title and 


depicts the skeleton dancing to the accompaniment of the 
trombone. 

SENSATION RAG: The stop-time etfect in Sensation Ra° 
made this number a "must” in the repertoire of the original 
group. It was the only composition by trombonist Eddie 
Edwards. 

BLUIN' THE BLUES: Written by the pianist. Henrv Ragas. 
of the LaRocca band, this is the only Dixieland number in"ihe 
album which features the piano as a solo. Naturally! 

CLARINET MARMALADE BLUES: Another great standard, 
just as popular today as when it was first "introduced. It 
highlights the playing of Earl Jackson again, of course, plav ing 
some unusually exciting "breaks." 

MOURNIN' BLUES: The only number credited to the drum- 
mer of The Original Dixieland Jazz Band. Tonv Sbarbaro. 
as composer. The clarinet literally sobs here. 

FIDGETY FEET: Typical of the ragtime music which was 
closely associated with Dixie. "Fidgety Feet” starts like a 
race-horse heading for home, and nev er lets up. The trio work 
in the final chorus was a standout feature of Dixieland. 

LAZY DADDY: Some interesting blues work on clarinet 
here, marked by the difference in tempo in the second chorus, 
where the clarinet rides over the background instrumentation 
in half-time. 

Authenticity seems to be a mandatory quality in the per- 
formance of Dixieland music. The devotees of the native true 
American musical pattern take due offense to any thing which 
smacks of dramatic license by musicians who stray from the 
traditional routine. It is a pleasure, therefore, to commend 
Don Fowler. George Phillips and their cohorts for the legiti- 
mate and sincere manner in which they have paid tribute to 
the forerunners of the Dixieland school. 

It is a wonderful school, a great institution, and truants are 
dealt with harshly . 

With the amazing results the Original Dixieland Jazz in 
Hi-Fi album offers, who’d want to play hooky, anywav? 

NATT HALE 


Users of wide-range frequency play-back systems should 
adjust their equipment to the standard RIAA curve {Turn- 
over 500 R — RollofF 1 3.7'. Minor variations from this stand- 
ard should be made according to one s own ear and to the 
tonal nature of each particular recording. 

The concept of ABC-Paramounfs exclusive Full Color ' 
Fidelity revolves around the reproduction of true musical 
sounds rather than "sounds for sound’s sake." 


SOUND ENGINEER: RAPHAEL VALENTIN 
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Side One 

1. JOE & LINO* 2:21 

Venuti; duriums.p.a. 

2. LOUISIANA* 2:40 

Johnson-Razaf-Schafer; alfred publishing co. inc./ascap 

3. I'VE FOUND A NEW BABY 2:53 

Palmer- Williams; mca music/ascap 

4. BLUES FOR NOBODY 5:18 

Venuti; duriums.p.a. 

5. AFTER YOU'VE GONE 3:29 

Creamer-Layton; morley music co./ascap . 

/ G , 7 ' 

Side Two 

1. HONEYSUCKLE ROSE* 4:08 

Waller-Razaf; intersong music/ascap 

2. STARS FELL ON ALABAMA 4:14 

Perkins-Parish; mills music inc./ascap 

3. SWEET GEORGIE BROWN 2:54 

Bernie-Casey-Pinkard ; warner bros. music/ascap 

4. THE WORLD IS WAITING FOR THE SUNRISE2:12 
Seitz-Lockhart; chappell music/ascap 

5. PRETTY TRIX 3:01 

Venuti-Lane; robbins music corp./ascap - 


Joe Venuti 
Lino Patruno 
Giancarlo Barigozzi 
*Sergio Rigon 
Gianni Acocella 
Sante Palumbo 
Toto de Sergio 
Giorgio Vanni 


(violin) 

( guitar , banjo, vocals) 
(baritone sax, flute) 
(baritone sax, flute) 
(trombone) 

(piano) 

(bass) 

(drums) 


C 

VJ iuseppe ("Joe ') Venuti was one of the early idols 
of Italian musicians of my generation, during the years 
when we first became interested in jazz. A performer en- 
dowed with a powerful academic technique, he not only 
was the first to employ jazz phrasing in violin improviza- 
tion, utilizing a highly personal style that attracted 
worldwide attention, but he also initiated a type of jazz 
infused with the special grace characteristic of chamber 
music. 

Venuti was born in Lecco (Como) in 1894. Most 
books give his birth date as 1904, the place of birth being 
the steamer that was transporting his parents to North 
America. This was not an accidental error; it was, instead, 
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a trick frequently employed during the era of heavy 
Italian immigration to the New World. Joe's father 
assumed a birth date for his son ten years later in order to 
facilitate the young Venuti's naturalization as an 
American. In effect, Joe arrived in the U.S. when he was 
ten years old. He had already learned many secrets of the 
violin from his grandfather, also a violinist. He continued 
his studies in Philadelphia, graduating with high honors. 
He became friends with another Italo-American, 
Salvatore Massaro, who assumed the pseudonym of Ed- 
die Lang. Lang was also a violinist, but mainly he was a 
great guitarist, the first in the history of jazz. 

Venuti and Lang formed a jazz duet; they were even- 
tually recruited by Paul Whiteman, with whom Venuti 
participated in the landmark movie The King of Jazz. 
Beginning in 1925, in addition to recording with 
Whiteman, Venuti and Lang made numerous discs with 
their own small band, or with other groups, including 
those of Roger Wolfe Kahn, Red McKenzie, Red Nichols, 
Frankie Trumbauer, Bix Beiderbecke, and Jean Goldkette. 
In 1933 Eddie Lang died as the result of a simple tonsillec- 
tomy. Consequently, Joe was completely at a loss for a 
period of time, almost as though he had been shorn of his 
right arm. Venuti pulled himself together, however, and 
made a tour of England in 1934. He formed his own 
orchestra. He continued to play and to record, but he 
found himself virtually forgotten in his native Europe. 

Venuti's career continued to move steadily. Over the 
next two decades he perfected a performing technique 
that made him a marvel among string players. One of his 
innovations earned him the nickname "Four-string Joe," 
which derived from his ability to draw the loose hairs of 
the bow, which itself was underneath the instrument, 
across all four strings at once. 

Joe returned briefly to Italy at the end of 1969, for a 
Milan festival. He promised to come back for a longer 
stay, and at the beginning of 1971 he showed up once 
again in Milan, where he gave many concerts. Additional 
dates followed in his native Lecco and in other cities; he 
also participated in festivals held in Bergamo, Pescara, 
and Genoa.Ever energetic, Joe took part in numerous jam 
sessions, especially at the Capolinea in Milan, where he 
became friends with young Italian colleagues— and above 
all with his fellow musicians on this album. Although 
now over eighty, Venuti still has the swing and verve of a 
man many decades younger. He informed the author of 
this annotation that he learned valuable violin tricks from 


his grandfather, stratagems he later employed in the for- 
mation of his particular jazz style, a style which in many 
ways is similar to that of the legendary Beiderbecke. 

During a break at the recording sessions of this 
album, I found Joe listening to a disc he made with 
Goldkette in 1926. Decades had passed since then, and I 
asked Venuti if he still remembered that remote waxing 
date. Fiery-eyed, he answered, "Of course! Do you think 
I'm stupid?" Somehow his manner belied those seemingly 
harsh words; he was not angry. In fact, he followed up 
with pleasurable anecdotes about several colleagues from 
the past: Gershwin, Whiteman, and Bix. 

On this recording Venuti commemorates many 
American friends, most of them now dead. Indelibly 
etched in Joe's mind are the associative bonds between 
music and musicians. With After You've Gone (Side 1, 
Band 5) and Stars Fell on Alabama (Side 2, Band 2), he 
remembers trombonist Jack Teagarden; with The World 
is Waiting for the Sunrise (Side 2, Band 4), Paul 
Whiteman's banjoist, Mike Pingitore; with Honeysuckle 
Rose (Side 2, Band 1), Tommy Dorsey; in the pieces with 
Patruno's scat refrains, Johnny "Scat Davis of the Isham 
Jones Orchestra; with Louisiana (Side 1, Band 2), Bix 
Beiderbecke and Bing Crosby; with Pretty Trix (Side 2, 
Band 5), Eddie Lang. 

But in addition, Joe wants to salute his new Italian 
friends, those he met at the Capolinea: guitarist-banjoist- 
vocalist Lino Patruno, trombonist Gianni Acocella, 
saxophonists-flutists Sergio Rigon and Giancarlo 
Barigozzi, pianist Sante Palumbo, bassist Toto de Serio, 
and drummer Giorgio Vanni (also manager of the 
Capolinea). These younger musicians are primarily in- 
volved with modern jazz; still, they perform beautifully 
with Joe Venuti, an American traditionalist. 

Listen, then, to the music of this lively oldster, one of 
the glories of jazz— a man of such stamina and high ar- 
tistic caliber as to rouse the envy of musicians many years 
his junior. — LivioCerri 

^ Author of Anthology of Jazz; 

Jazz in Microgroove; and 
The World of Jazz. 
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The Roots of 
Dixieland Jazz 


THAT’S A PLENTY 
BALLIN' THE JACK 
WHENEVER THERE’S LOVE 
ROYAL GARDEN BLUES 
BACK HOME AGAIN IN INDIANA 
DEEP ROYAL BLUES 
BILLBOARD DIXIELAND 
CHERRY 
JADA 

IT’S BEEN SO LONG 


Recorded in 1944 


A STATEMENT OF PURPOSE 

With the current renaissance o t folk and jazz music there has come a 
proliteration ot recordings purporting to represent these sign posts 
of Americana. It is well nigh impossible to successfully manufacture 
those unsellconscious original sounds today. They were a product of 
the times and the people. Though many ot these modern recordings 
are slick and pleasant they are neither jazz nor folk music as origin- 
ally performed. 

Authentic performances of indigenous and unsellconscious music 
of the people by the "minstrels" of the people seldom have enjoyed 
the benefits of big-city recording studios and techniques. However, 
some of these were recorded, albeit under rather difficult conditions 
and on not so high-fi 78 r.p.m. discs during (he thirties and forties. 

Most of them have been out of print for years and exist only as well 
worn 78' s in the collections ot a tew buffs. 

It is the avowed purpose of the Archive of Folk & Jazz Music to seek 
out original recordings and to selectively and carefully make them 
available to the public as relatively high quality L. P.'s at reasonable 
prices. 

The illustrious names represented in this line have long been known 
and revered by dedicated folk & jazz bulls. Now these historic record- 
ings may be enjoyed by the modern generation, most of whom were 
not even born when these historic slices of folk lore and heritage were 
performed. 

In order to transcribe these oft-times worn, poor quality 78 r.p.m. 
discs our engineers spend literally hundreds of hours tediously 
splicing, editing and adjusting A microscope has to be used just to 
select the proper stylus for playback. As many as 5 00 splices may be 
made in one recording to eliminate the "pops" and distortions with-' 
out impairing the performance. In any case — the performance comes 
first and you will find yourself ignoring the distortions as you become 
enthralled with the sincerely and soul ol the artists. 

The Archive ot Folk & Jazz Music is proud to bring these recordings 
to you. If your reactions are favorable, we can continue the "good 
fight" and bring you more great performances — Good listening! 

AN EVEREST RECORDS PRODUCTION / WRITE FOR FREE CATALOG 
EVEREST RECORDS, 10920 WILSHIRE BLVD., SUITE 410, LOS ANGELES, CAUFORNIA 90024 


Pee Wee Russell, Eddie Condon, Billy Butterfield 
Jess Stacy, Bobby Haggart, George Wettling 
Bobby Hackett, Buck Clayton 
Jo Jones & Max Kaminsky 

In order to understand more fully the difficulties 
under which jazz labored, it must be remembed that 
during that inaugural half-century it was restricted, 
in one form or another, to the role of a utilitarian 
music. The first pre-jazz groups were essentially 
brass bands playing marching music in the streets. 

Out of them grew the early units to which the new 
word “jass” was attached. From the World War I 
years that saw the rise of the Original Dixieland 
Band, through the Prohibition decade that was 
known, for reasons not necessarily bearing directly 
on the music, as the Jazz Age, these bands were 
essentially providers of entertainment in cafes and 
night clubs. 

Largely because several of the important pio- 
neers (notably Louis Armstrong and King Oliver) 
came from New Orleans, attention was focussed on 
this city from the earliest days of the documentation 
of jazz. As a result, a tremendous volume of material 
has been brought to fight concerning virtually any 
musician whose background could be tied to the 
colorful story of the New Orleans brass bands: this 
is reflected in the preponderance of New Orleans 
musicians. 

The period from 1944 to 1947 was notable 
mainly for the many great jazz groups that paraded 
in and out of the Fifty-second Street clubs; for the 
tremendous acclaim accorded to Buck Clayton , 

Eddie Condon, Pee Wee Russell and other New 
Orleans pioneers; and for the incessant small-band 
recording undertaken by an ever-increasing num- 
ber of independent jazz disc companies. 

During this period the organized jam session, 
as opposed to the informal sessions musicians had 
arranged among themselves in earlier years, became 
a recognized popular factor in jazz. Eddie Condon, 
no longer merely a guitarist running from one small 
band to another, was an organizer, a promoter, a 
manager, with an acute sense of humor and the 
ability to gather around him a hard core of believers 
in Iris theory that Dixieland was the only true jazz. 
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Those pictured above are artists’ models 
re-creating a typical Dixieland scene. 
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featuring: Pete Fountain • George Girard 

Tony Almerico and other greats 


CAL-838 

DIXIELAND AT ITS BEST 
featuring Pete Fountain, George Girard, Tony Almerico 

and other greats 


Memorable Performances 
by Great Musicians 


You’d be surprised how much we know about you! — 
simply from the fact that you’re looking at this 
album. In the first place, you’re on a diet!— a diet of 
jazz that is, with a menu calling for a healthy portion 
of Dixieland. Second, you’re the kind of person who 
likes to discover the good things. And third, you like 
to treat yourself to the best. Your curiosity has been 
aroused because we’ve called this album Dixieland 
at Its Best. Does that seem like a large order? 
Well, what have we got to offer? 

For a starter— just the greatest exponents of Dixie- 
land in the world today, that’s all: men like Pete 
Fountain. George Girard, Tony Almerico, Jack 
Delaney, Lester Bouchon, Roy Zimmerman, Harry 
Shields. Bob Discom and a host of other front run- 
ners. And what else? There’s the music itself, of 
course— ten sturdy Dixieland favorites played with 
immense gusto, with soul, with inspired brilliance. 
These tunes are the kind that will live as long as jazz 
lives, which is like forever. But the thing that really 
clinches the case for this set as Dixieland at Its 
Best is the fact that it was all recorded “live”— on 
location! Is there anything better than “live” re- 
cording, especially for jazz, to bring out the wonder- 
ful spontaneity of the music? Where was it recorded? 
Where else but in New Orleans, birthplace of jazz, 
home of the blues and of Dixieland. It was one of the 
greatest Dixieland recording sessions of all time, and 
took place in the Parisian Room on Royal Street, 
just a stone’s throw from historic Basin Street. Pro- 
duced were masterpiece performances in the realm 
of jazz. 

From that session you’ll find in this album not one 
band, but three-each with something different to 
offer. There’s a big double Dixieland band made up 
of the top men of the leading groups in the Crescent 
City-the Bourbon Street All-Star Dixielanders. 
Probably never again will there be such a gathering 
of greats. You’ll agree there is something new in 


Dixieland when you hear the sound of this big band 
which kicks off with two trumpets, two trombones, 
two clarinets, two guitars, even two drums! What a 
driving beat, what a lift! The New Orleans tunes are 
augmented by I'm Confessing That I Love You, 
which sort of became “New Orleans” because of 
Louis Armstrong’s famous version of it. On every 
selection the order of horn solos is the same: Girard, 
Shields, Delaney, Bouchon, Almerico, Fountain and 
Pecora. The crowd at the session joins in with en- 
thusiastic back-beat clapping and cheers for the solo- 
ists as they finish some truly great choruses. One of 
the wonderful things about Dixieland is that it’s the 
kind of music that involves the listener as well as the 
player. There’s nothing cerebral about it; it’s all 
heart, true folk art that invites everyone to par- 
ticipate. 

Now, besides the big band, there’s a middle-size 
band headed by Tony Almerico. (This band also 
features the sensational Pete Fountain wailing on 
clarinet.) The Almerico group rolls in some beauties 
that include an original by Louis Armstrong, Some- 
day You'll Be Sorry, and another one that Louis 
made famous, When You're Smiling. (Remember 
Louis’ great record of Smiling ?) Last but not least, 
brimming with infectious invention and excitement 
is the small, more or less standard Dixieland band 
led by George Girard-standard, that is, in every- 
thing but inspiration, for the boys never played so 
great as they’re heard on four selections here includ- 
ing, again, two associated with the town’s greatest 
jazz-playing son, Louis Armstrong. 

Yes, there’s variety a-plenty. You’ll find the album 
packed with enough Dixieland goodies to keep the 
house warm all winter. What else can we say except 
. . . listen! It’s all here— the most venerable of jazz 
forms, the liveliest, the most agreeable . . . Dixie- 
land at Its Best. So let your hair down and beat 
off: a-one, a-two, a-one, a-two . . . 


SIDE 1 

ORIGINAL DIXIELAND ONE-STEP 

(BMI 4:00) 

George Girard and His New Orleans Five 

SOME OF THESE DAYS ascapow) 

Bourbon Street All-Star Dixielanders 

MILENBERG JOYS <ascap4:31) 

Tony Almerico's Dixieland All-Stars 

WITH YOU ANYWHERE YOU ARE 

(ASCAP 5:51) 

Bourbon Street All-Star Dixielanders 

DO YOU KNOW WHAT IT MEANS TO 
MISS NEW ORLEANS ascap 4:59, 

George Girard and His New Orleans Five 

SIDE 2 

DA-DA STRAIN (ascap 2:58) 

George Girard and His New Orleans Five 

SOMEDAY YOU’LL BE SORRY (BMI 4:17) 
Tony Almerico’s Dixieland All-Stars 
(Jack Delaney, Vocal) 

I’M CONFESSING THAT I LOVE YOU 

(ASCAP 7:11) 

Bourbon Street All-Star Dixielanders 

WHEN YOU’RE SMILING (ASCAP 4:55) 
Tony Almerico’s Dixieland All-Stars 
(Tony Almerico, Vocal) 

SWEETHEARTS ON PARADE ascap , m 

Georye Girard and His New Orleans Five 


Personnel 

BOURBON STREET ALL-STAR 
DIXIELANDERS 

Leader- 

Trumpet GEORGE GIRARD 
Trumpet . . .TONY ALMERICO 
Trombone .SANTO PECORA 
.JACK DELANEY 
Clarinet ...PETE FOUNTAIN 
HARRY SHIELDS 
Tenor Sax .LESTER BOUCHON 

Guitar FRANK FEDERICO 

WES BUCHANAN 

Bass PHIL DARIOS 

Piano ROY ZIMMERMAN 


Drums . . . ROGER JOHNSTON 
PAUL EDWARDS 


TONY ALMERICO'S 
DIXIELAND ALL-STARS 

Leader- 

Trumpet .TONY ALMERICO 

Piano ROY ZIMMERMAN 

Bass JOE LOYACANO 

Guitar .... FRANK FEDERICO 
WES BUCHANAN 
Drums . . . .JOHNNY CASTAINC, 
Trombone .JACK DELANEY 
Clarinet ...PETE FOUNTAIN 
Tenor Sax .NINO PECONE 


GEORGE GIRARD AND HIS 
NEW ORLEANS FIVE 

Leader- 

Trumpet .GEORGE GIRARD 

Piano BOB DISCOM 

Clarinet . . .HARRY SHIELDS 
Drums ... .PAUL EDWARDS 
Trombone .ROBERT HAVENS 

Bass EMILE CHRISTIAN 

Guitar . . . .WES BUCHANAN 

A&R Coordinator: Ethel Gabriel 

Alter you're enjoyed this album. 

ash your record dealer 

lor other IICA Camden albums. 


IMPORTANT! RCA Camden’s monophonic 
records can be played on stereophonic phono- 
graphs. RCA Camden’s electronically reproc- 
essed records with two-channel stereophonic 
characteristics (Stereo/EIectronicallv Re- 
processed) must be played on phonographs 
equipped for stereophonic reproduction. 
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PETE FOUNTAIN 

JAZZ ME BLUES 

BUGLE CALL RAG 

SOUTH RAMPART STREET PARADE 

SENSATION RAG 

YUPPA TUPPA — THE SUNSETTERS 

THE SUNSETTERS 
MISS DAISY DELITE 
A FAREWELL 
SCHERZO 

SONATA ALLEGRO 
ONE BLIND MOUSE 




THE SDNSETTERS 

Pete Fountain is one of the most fantastic clarinetists to hit the 
recording scene. Wyncote is proud to present this fine clarinet 
virtuoso. Pete and the great combo. The Sunsetters, come up 
with some startling sides that are a must for every Pete Foun- 
tain fan. 


SIDE 1 

SIDE 2 

JAZZ ME BLUES 

BUGLE CALL RAG 

SOUTH RAMPART STREET PARADE 
SENSATION RAG 

YUPPA TUPPA— The Sunsetters 

MISS DAISY DELITE 

A FAREWELL 

SCHERZO 

SONATA ALLEGRO 

ONE BLIND MOUSE 
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including: 

OH, LADY BE GOOD! 

FASCINATION MEDLEY 


Fascination 
Basin Street Blues 
Tin Roof Blues 
Way Down Yonder In New Orleans 


THAT’S A PLENTY 
THE SHEIK OFARABY 
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PETE’S PLACE /PETE FOUNTAIN 


Recorded “Live" At Pete Fountain's French Quarter Inn, New Orleans 


Side One 


1. OH. LADY BE GOOD! 

Clarinet Solo With Orchestra 


George Gershwin-lra Gershwin 


2. FASCINATION MEDLEY: 

(a) FASCINATION — 
lb) BASIN ST. BLUES- 
(c) TIN ROOF BLUES- 


F. D. Marchettl 
Spencer Williams 
Pollack Brunies Roppolo- St it zol- 
Mares Melrose 


Id' WAY DOWN YONDER IN NEW ORLEANS Henry Creamer 

Clarinet And Vibraphone Duet With Orchestra Turner Layton 


3. ITS JUST A LITTLE WHILE (To Stay Here) 

Clarinet Solo With Orchestra 


Pete Fountain- 
Charles "Bud” Dant 


4. THAT'S A PLENTY 

Clarinet Solo With Orchestra 


Lew Pollack 


Side Two 

1. THE SHEIK OF ARABY Ted Snyder-Francis Wheeler-Harry B. Smith 

Clarinet Solo With Orchestra 

2. THE PREACHER Horace Silver 

Clarinet Solo With Orchestra 

3. (What Did I Do To Be So) BLACK AND BLUE Harry Brooks 

Clarinet Solo With Orchestra Thomas Waller Andy Razaf 

4. MARCH TO PERUNA Pete Fountain-Charles "Bud" Dant 

Clarinet Solo With Orchestra 


COVER PHOTO: HAL BUKSBAUM 


PERSONNEL 

Pete Fountain, clarinet; Earl Vuiovich, piano: Paul Guna, 
guitar and banjo; Oliver Felix, bass; Nick Fatool and Paul 
Edwards, drums; Godfrey Hirsch, vibes. 


One of the most popular clubs in New Orleans is Pete's Place, 
and that is how it is familiarly known to jazz enthusiasts, night- 
lifers and cabdrivcrs. though its correct name is Pete Fountain's 
French Quarter Inn. On Bourbon Street at St. Anne Street, it 
consists of three rooms, all open to one another, with an appro- 
priately regional decor of brick and wrought iron. The band 
plays in the middle room, which is overhung by a second storey’s 
attractive balcony. 


It was here that this album was made, but, as if the normal 
atmosphere were not enough, it was made during Mardi Gras, on 
the Saturday night before Fat Tuesday, 1964. Sometimes, in fact, 
recording had to be stopped because of the noise and commotion 
as parades and sections of parades passed outside. 

Pete Fountain, a popular idol in New Orleans, annually par- 
ticipates in the climactic parade of Mardi Gras on Fat Tuesday 
with his Half-Fast Marching Club, the group consisting of musi- 
cians, friends and local buddies, all colorfully costumed at his 
expense. For 1964, an Aztec motif was adopted and they came 
on, some thirty strong, in yellow satin (decorated with orange 
feathers), headdresses of ostrich plumes and gilded shoes, with 
bronze Aztec masks on their breasts. The most resplendent of all 
was Pete in a skirted outfit with a kind of armored top and a 
three-quarter circle of plumes on his head. Blowing his clarinet, 
he led the Marching Club, which was supported by Paul Bar- 
barin's band in its regular uniforms. 

They all set out from a little tavern on St. Charles Street at 
9 o’clock in the morning. Among the Aztecs were Bud Dant on 
alto horn and Nick Fatool on snare drum, both of whom had 
flown down with this recording primarily in mind. It was a 
joyous day for both, not least for Dant, a former jazz musician 
himself, but currently arranger and a. and r. man. They marched 
along St. Charles Street to the authoritative beat of Barbarin’s 
bass drum, down Canal Street and back past the reviewing stand, 
which Pete mounted to greet Rex (the king of the festival) and 
salute the crowd. Then they marched olT into Bourbon Street 
and reached Pete's Place at 1 o’clock, in need of refreshment, 
but very happy. Some of them were additionally happy in the 
recollection of what they had accomplished here the previous 
Saturday night. 

An enthusiastic audience is obviously a stimulus to any artist 
and the high spirits and excitement of the last Saturday in Mardi 
Gras communicated quickly and found expression in the music, 
as these selections certainly illustrate. 

An up-tempo version of Oh, Lady. Be Good makes an im- 
pelling opener. After the choruses by Pete and vibist Godfrey 
Hirsch, Nick Fatool takes over for an arresting demonstration of 
his drumming skills. Nick's presence in the audience had inevi- 
tably led to requests for him to sit in, which he eventually did 
to the great delight of Paul Edwards. Pete’s regular drummer, 
whose inspiration Nick is. The similarity between their styles is 
evid nt throughout the album. 

Fascination Medley is unusual in its interpolation of three old 


New Orleans favorites: Basin Street Blues. Tin Roof Blues and 
' Way Dun n Yonder in New Orleans. '1 he contrasts and routining 
arc effective, and the crowd, taken by surprise with each, roars 
in recognition and approval. 

Another traditional number, the reflective It's Just a Little 
While to Stay Here, steadfastly proceeds over the march patterns 
of the rhythm section and features Pete’s full, lower-register tone 
to much advantage. 

That's A Plenty, a standard of standards in the jazz repertoire, 
is taken at a moderate and more appropriate tempo than usual 
and builds i«> driving climax with Pete’s stabbing high notes. 
Nick Fatool is back for this one and the interplay between 
drums, clarinet and vibes is captivating. Hirsch has thirty-two 
bars to himself for relaxed and tasteful variation. 

After the three opening choruses in which Pete employs his 
instrument's different registers to striking dynamic effect. The 
Sheik of Araby is also built to a strong climax. Pianist Earl 
Vuiovich debuts as a soloist with a convincing chorus, Nick 
Fatool comes to the foreground for two with clarinet in sole 
support, and then Pete rides out commandingly with the whole 
group. 

Horace Silver’s The Preacher is a vehicle well suited to the 
occasion. The congregation dutifully claps hands in agreement 
with the Rev. Fountain’s propositions in the first chorus, and 
applauds them vociferously at the end. 

Pete treats the moving melody of Fats Waller’s Black and 
Blue with all the respect it deserves and. as on his best-selling 
Licorice Stick album, makes expressive use of the lower register. 
Godfrey Hirsch’s quietly confident vibes contribute a great deal 
to this unpretentious but appealing performance. 

Though March to Peruna is clearly routed through some very 
mountainous country, everyone is full of enthusiasm and energy. 
Nick Fatool is in the first percussion chair, driving all before 
him with an assist from Godfrey Hirsch on snare drum. Earl 
Vuiovich solos again and in the reprise Paul Guna has the lime- 
light, stepping out in lively fashion on banjo. 

This, then, is a sampling of infectiously happy music to be 
heard in Pete's Place, where the principle of enjoyment is para- 
mount all the year round. It is goodtime, foot-tapping music to 
stir the pulse and charge the emotions. It is as spontaneous as 
it is unassuming, and it explains the long lines often outside 
waiting. Not everybody can always get in. but you can with this 
album. You can be there, in New Orlears at Mardi Gras, the 
gayest time of the year— in Petes Place.' ST AXLE)' DANCE 
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Salutes the GREAT CLARINETISTS 

With Orchestra Directed By Charles Bud Dant 


Side One 

1. WOODCHOPPER'S BALL Woody Herman-Joe Bishop 

2. PETITE FLEUR Sidney Bechet 

3. SOMETIMES I'M HAPPY 

Irving Caesar-VIncent Youmans 

4. FRENESI Alberto Dominguez 

5. WHEN MY BABY SMILES AT ME 

Bill Munro-Harry Von Tilzer-A. B. Sterling-Ted Lewis 

6. MARCH OF THE BOB CATS Bob Crosby 


Side Two 

1. BEGIN THE BEGUINE Colo Porter 

2. ME AND MY SHADOW Billy Rose-AI Jolson-D. Drcyer 

3. GREEN EYES A. Utrera N. Menendcz-E. Woods 

4. LET'S OANCE G, Stone-J. Bonlme F. M. Baldridge 

5. MY INSPIRATION 

Bob Haggart-Ray Bauduc-Mllton LaMare 

6. AMAPOLA (Pretty Little Poppy) 

Joseph M. Lacalle Albert Gamse 


Pete Fountain has reached that enviable stage at which the compilers of catalogues for use in record 
shops are uncertain whether to list him under "jazz" or in the “popular" category. In fact, Pete's success 
helps to underline the inherently false implication of this listing system that jazz cannot be popular 
music in the broadest sense. His two years of national TV exposure with Lawrence Wclk, his extraordi- 
nary success in albums under his own name and most recently the warm reaction accorded his group at 
such music meccas as New York's Roundtable all tend to prove that given the right blend of musician- 
ship. showmanship and marksmanship, jazz can be aimed at an almost unlimited audience. 

The present collection is Pete's second big band album. Bud Dant, who helped to produce and write 
the previous venture, the Blues set (CRL 57284), was similarly associated with the new one and used 
basically the same personnel. 

There are three main groups. On all of them the firm foundation is a superbly integrated rhythm 
section composed of Stan Wrightsman on piano, Morty Corb on bass, and a familiar figure common to 
every one of Pete's previous Coral albums (even those recorded in New Orleans), the indomitable and 
propulsive Jack Sperling, whose drums provide a vital and exciting spark throughout. To these men are 
added, on Petile Fleur. When My Baby Smiles at Me. Begin The Beguine and Amapola, a brass section 
(Conrad Gozzo, lead trumpet; Art Depew, Johnny Best, and George Thow or Jackie Coons, trumpets; 
Moe Schneider. Bill Schaefer and Joe Howard or Marshall Cram, trombones; Pete Lofthouse, bass 
trombone). The rhythm section provides the foundation, on Sometimes I'm Happy, Me ami My Shallow 
and Let's Dance, for a five piece saxophone section with Willie Schwartz, alto and tenor; Eddie Miller, 
Plas Johnson, Babe Russin, tenors; Chuck Gentry, baritone. On Woodchoppers ’ Ball, Frenesi, March of 
the Bob Cats, Green Eyes and My Inspiration the same reeds, brass and rhythm are combined for some 
of the most potent big band sounds ever produced by these topflight West Coast musicians. 

Of the album’s theme, Pete says: "This is my tribute to some of the great people who have been asso- 
ciated with the clarinet. It’s not in any way an attempt to duplicate their individual styles." It will be 
noted that the seven clarinetists saluted are all men who came to prominence in the 1920s and '30s. The 
reason will be clear to anyone who has followed the jazz scene: Pete Fountain is the first man on his 
instrument to achieve complete national success and economic security since the dying days of the swing 
era, when for no apparent reason the thin black horn lost its vogue. 

"I have to keep in mind," observes Pete with typical frankness, "that 1 was lucky to have an open field 
on my instrument. After all, when Benny Goodman came along, most of the time he had Shaw and 
Herman and Dorsey and others on his back; but the fellows who came up in between that period and 
the present — Buddy de Franco, Tony Scott and the others — are in a different field and represent a 
different approach to the instrument." 

I would debate this last item; despite his New Orleans associations and Dixieland background, Pete 
essentially is a modern musician, one who has listened to jazz with cars that are as harmonically 
sensitive and fingers as consistently agile as those of Dc Franco and the other contemporary stylists. 
The point has never been more clearly made than in these sides on which, as he emphasizes, the tributes 
are to earlier figures but the style is deliberately his own. 

"The orchestra," says Bud Dant, "was supposed to be built around Pete to showcase him, rather than 
to be integrated with him. And in the arrangements we would use a phrase or passage here and there 
that might be reminiscent of the original recording, but here again there was no exact carbon copying." 

Woodchoppers' Ball (1 have always felt the apostrophe should come after rather than before the s, 


because the woodchopping clearly was a concerted effort) was the first hit recording of the Woody 
Herman bund, cut in April 1939, some 2'/z years after Woody's debut as a recording bandleader. Based on 
a simple repealed riff in the 12-bar blues pattern, it was rearranged for this date by Don Baglcy. In addi- 
tion to Pete's buoyant pied-piping there is strong support from drummer Sperling and pianist Wrightsman. 

Petite Fleur has an ironic history. Though the late Sidney Bechet had composed and recorded it 
several years earlier, it went almost unnoticed until Monty Sunshine, a British musician, took it up in 
1956. llis recording with Chris Barber's band became a sensation, first in West Germany, then in 
Britain and finally in 1959 in the U. S. It was through this freak chain of events that Bechet, just before 
his death, found himself the composer of a song on the Hit Parade. The Fountain treatment is 
ingeniously scored by Bud Dant for the brass section, with some attractive and solidly swinging effects 
accomplished in mutes. 

Sometimes I'm Happy wus one of the first Benny Goodman recordings to penetrate to a mass public 
in the swing years. The famous Fletcher Henderson arrangement was cut by Benny for a 78 rpm single 
in July 1935. "Benny was one of my early idols," says Pete. "I used to hear him play this on the old 
Camel Caravan show." The Don Baglcy arrangement uses saxes and rhythm, with a deep voicing 
featuring four tenors (Plas Johnson has the lead) and baritone. 

Frenesi was a tune Artie Shaw brought back from Mexico after the well-remembered walkout with 
which he abruptly ended the career of his second band, late in 1939. Artie's version, cut in March 1940, 
featured a large orchestra with 13 strings. Art Depcw scored it for Pete with the full complement of 
brass, saxes and rhythm; the performance swings all the way, touching only lightly and briefly on the 
Latin rhythm concept. 

When My Baby Smiles At Me has nostalgic associations for Pete. "Ted Lewis was my daddy's idol. 
Dad didn’t play clarinet, just a litle drums and violin, hut he was crazy about Ted Lewis, and when 
I was about 11 or 12 he took me to hear him at a local theatre. I guess he was the first clarinetist 
I ever heard in person." How far the clarinet has progressed since then can be deduced from Pete's 
elegant, limpid-toned, rhythmically subtle delineation of the hoary melody in this Bud Dant arrangement. 

March of the Bob Cats, composed by Irving Fazola, was recorded by him in March 1939 with Bob 
Crosby’s Bob Cats, an octet contingent from the big Crosby band. Pete, who worshipped Fazola, heard 
him often in New Orleans, from the time Fnz left the traveling big band scene until he died in 1949. 
Much of the excitement and vigorous sincerity of the old Crosby band lives anew in this Morty Corb 
arrangement, which has solo spots by Eddie Miller and Moe Schneider as well as some of Pete's best 
work of the entire album. 

Begin the Beguine was of course the biggest Artie Shaw hit of all. The brass section backs Pete 
effectively in a Don Bagley chart. Here the mood and pattern of the original treatment (Shaw recorded 
it in July 1938, by the way) are retained more exactly than on most of the tracks in this album. 

Me and My Shadow, a second tribute to Ted Lewis, has Pete with a sax section backdrop in an 
Art Depew arrangement. The saxophone voicing is similar to that heard on Sometimes I'm Happy. 

Green Eyes was one of a series of hits established in the early 1940s by the Jimmy Dorsey orchestra, 
which at that time served largely as a setting for the vocals of Helen O'Connell and Bob Eberly. 
The tune has since been used occasionally as a basis for jazz improvisation, and in this instrumental 
version it serves as an excellent vehicle for Pete's clarinet, with the full band featured in a Morty 
Corb orchestration. 

Let's Dance, a swing version of Karl Maria von Weber's Invitation to the Dance, has been popular 
for more than two decades as Benny Goodman’s theme. In this Morty Corb score Pete introduces 
the melody to a background of five saxes led by Willie Schwartz's alto. Again Jack Sperling's drums 
are a major incentive to the soaring Fountain horn. 

_My Inspiration is another of the compositions recorded by Irving Fazola during his two-year tenure 
in the Bob Crosby orchestra. Crosby cut it with the full band in October 1938 and another clarinetist who 
was a member of the Crosby crew at that time, Matty Matlock, wrote the new arrangement used here 
as a setting for Pete Fountain. The minor-key melody sounds as beautiful as ever after 22 years. 
Melodically and harmonically it’s a superb piece of material for Pete. After a Sperling break the tempo 
doubles to bring the performance to a compelling climax. 

Amapola, like Green Eyes, was a vocal vehicle in the Jimmy Dorsey band, and coincidentally it has 
a melody strikingly similar in pattern. Art Depew wrote the Fountain arrangement, featuring the brass 
section. Jack Sperling's punctuations drive the final chorus along engagingly and Pete uses a 
Goodmancsque flourish to bring the album to a swinging close. 

In concept and execution I believe this is the most successful Pete Fountain album to date, one that 
will serve to remind many fans of a point made by Bud Dant when we were discussing Pete's accomplish- 
ments. “Pete hasn’t only helped to bring the clarinet back in front where it should be," said Bud, "he’s 
also managed, with his musicianship and his colorful personality, to make many new friends for jazz 
in general." LEONARD FEATHER 

(Author of The New Encyclopedia of Jazz) 
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At The BATEAU LOUNGE 

Recorded In New Orleans At Dan's Bateau Lounge, Bourbon And Toulouse Streets 
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SELECTIONS INCLUDE: 

Side One 

1. DEEP RIVER 

2. MY MELANCHOLY BABY 

Ernie Burnett-George A. Norton-Maybelle E. Watson 

3. I'VE FOUND A NEW BABY Spencer Williams-Jack Palmer 

4. MACK THE KNIFE Kurt Weill Bert Brecht 

5. CREOLE GUMBO 

6. YOU BROUGHT A NEW KIND OF LOVE TO ME 

Sammy Fain Pierre Normanlrving Kahal 

Side Two 

1. LONDONDERRY AIR 

2. NOBODY KNOWS THE TROUBLE I'VE SEEN 

3. AFTER YOU'VE GONE Henry Creamer-Turner Layton 

4. GIN MILL BLUES 

5. LITTLE ROCK GETAWAY Joe Sullivan 

6. BLUE LOU Edgar Sampson-lrving Mills 

You know the old wheeze to the effect that . . you can take 
the boy out of the country; but you can’t take the country out 
of the boy.” Equally true, 1 think, is the fact that you can take 
a New Orleans musician away from New Orleans . . . but you 
won’t be able to keep him away for very long. There are some 
exceptions, of course, such as Louis Armstrong; but by and large 
the lure of this fascinating city has its effect on its native sons, 
and back they come to the sights, smells, sounds that combine 
in a distinctive aura that means home . . . New Orleans! And 
Pete Fountain is one of the latest of a long string of New Orleans 
musicians who found that fame and fortune elsewhere were not 
attractive enough to keep them away from the jazz scene in 
which they were steeped. Two years on the West Coast, as 
featured jazz clarinetist with the Lawrence Welk Orchestra, 
were enough for Pete: and now he’s back — and Dan Levy's 
Bateau Lounge on Bourbon Street is resounding with more fine 
music — and catering to larger crowds of enthusiastic customers 
than it has in many a moon. 

Pete started to study clarinet when he was twelve years old. He 
was twenty-nine last July 3rd— having been born in 1930.) Prob- 
ably because he was impatient to play he didn’t spend much time 
learning to read music; he preferred to listen to other clarinetists 
—and to practice. It’s evident, then, that the man has a great ear 
as well as a wonderful tone and talent for improvisation. 
Although he improved his reading ability through study while 
with Welk, it hasn’t lessened his spontaneity or flair for jazz. 
Rather it has undoubtedly increased his ability to arrange some 
things, to point up the impromptu solos that are to follow. 

When Fountain returned to New Orleans from California in 
the spring of 1959 to set up shop at The Bateau Lounge, fronting 
his own combo, he brought with him a pianist whom he had met 
at a houseparty in Los Angeles. A jam session at the houseparty 
had developed; and it was sufficient introduction to pianist Merle 
Koch (pronounced Cook) for Pete to realize that this was a 
musically kindred spirit: and forthwith asked Merle to come with 
him to New Orleans. Merle was born in Lexington, Nebraska 
in 1914, and was trying his hand at the keyboard even at the 
age of four. When Merle was eight, his father decided it was 
high time he took some lessons; but the idea was short-lived, as 
Merle was too used to playing by ear. It was only much later 
that he learned to read. He played piano all through school; and 
had his first professional job immediately upon finishing high 
school. When he was twenty-two he headed for Los Angeles; 
and there he stayed until he accepted Pete’s bid to become his 
pianist in his new group in New Orleans. 

Merle is well aware of all eighty-eight keys on the piano; and 
he uses both hands to excellent advantage. One reason may be 
because of his familiarity with many of the old Jelly Roll Morton 


compositions. His usual style, however, reminds this writer quite 
a bit of the Bob Zurke and Joe Sullivan school of thought — but 
with plenty of Koch touch and ideas, too. 

Two West Coast musicians were brought to New Orleans for 
this recording date. Bassist Don Bagley and drummer Jack 
Sperling. Don was born in Salt Lake City, Utah, July 18, 1927. 
He studied bass with Arthur Pabst, composition with Dr. Wesley 
La Violette, and is a graduate of Los Angeles City College. Not 
only has he had considerable experience with small bands; but 
he is an alumnus of the Stan Kenton Orchestra (1950-54) and 
the Lcs Brown Band. 

Jack Sperling was with the big Glenn Miller Orchestra that 
Tex Beneke took on the road back in the ’40s after World War II. 
He was with the Les Brown Band for several years, and still is 
Les’s drummer for the Bob Hope shows — although most of his 
work is as a member of the musicians staff at NBC in Holly- 
wood. 

About the Music . . . 

Side One 

( 1 ) Maestro Fountain is at the helm for the traditional cross- 
ing of that “Deep River”; and since there are no oars for this 
modern day musical journey, Pete revs up the engine with five- 
note clusters in the 8-bar intro; and it’s full-speed ahead. A minor 
motif hints of a storm in the third chorus; First Mate Koch wails 
“Land-ho!” for sixteen bars (musical, not sand...) A repeat 
of the original intro leads into the last two choruses of smooth 
sailing, finally coasting into Canaan’s dock for the last eight 
bars . . . 

(2) A soothing first chorus lifts Baby out of her melancholia, 
at least temporarily; and Jack Sperling’s 4-bar break leads into a 
swinging second chorus. After kicking up their heels for 24 bars, 
Sperling puts his foot (and the beat) down on all this frivolity; 
and the rest of the chorus is taken at the original tempo and 
lower register for Pete's clarinet. The group eases out on a 4-bar 
coda (a repeat of the intro, actually) leaving Baby decidedly less 
melancholy than when they started this serenade . . . 

(3) The logically joyous connotations of "I Found A New 
Baby” are apparent in this rendition of the old Spencer Williams 
“tour de force." The ensemble gathers steam during the first two 
choruses; then it’s solos all around — a chorus each by Koch and 
Bagley — followed by two choruses by drummer Sperling, who 
has both bass drums going in ecstatic fashion in his second 
chorus. Merle Koch’s descending harmonics (rather reminiscent 
in melody to the old “Egyptian Ella") were not lost on bassist 
Bagley, who echoes them in his solo. Pete leads the way for the 
final two choruses with a skill and exuberance that will remind 
many of the palmy days of the swing era. 

(4) “Mack The Knife" (“Moritat" or “The Theme from The 
Three-Penny Opera" by Kurt Weill) sneaks in with cat-like 
tread, mysterioso fashion; but the happy sounds that follow lead 
one to believe that "Mack" is not nearly as ominous a person as 
he is reputed to be. Rather, he gives the impression of being a 
sort of Til Eulenspiegel-type fellow . . . 

(5) As tasty as the New Orleans dish for which it was named. 
"Creole Gumbo" has just the right amount of musical tabasco 
to set all feet a-tapping. It’s an original devised by Pete, pianist 
Koch, and Bud Dant — based on the chord progression of "When 
The Saints Come Marching In.” The close-harmony figure be- 
tween clarinet and piano, comprised of five-note clusters, is 
repeated during Jack Sperling’s 16-bar drum solo to the extent 
that it sounds like lie’s playing melody ! 

(6) No nightingale ever sang any sweeter than Pete’s clarinet 


on this one. Merle’s tasty chord work is heard to advantage in 
the second chorus, with “Bags” playing real pretty on the release. 
Chances are "You Brought A New Kind of Love To Me" will 
inspire you to dance, rather than dream, “. . . the whole night 
through . . .” 

Side Two 

( 1 ) This slightly up-tempo Fountain-Dant adaptation of the 
traditional “Danny Boy” of Londonderry fame is appropriately 
happy in mode rather than doleful — as it is dedicated to the 
genial, portly proprietor of The Bateau Lounge, Dan Levy. Jack 
sets the tempo in the eight-bar intro; and Pete gives it the nos- 
talgic touch for 3/4ths of the first chorus until a burst from 
Jack’s drums sends them off and flying. Notice the simple but 
effective “stops" by unison bass and piano behind Pete’s solo 
work. 

(2) The piano opening and closing on the old traditional 
spiritual "Nobody Knows The Trouble I’ve Seen" is in the 
expected pensive mood. However, music has the power to lift 
folks out of their "miseries"; and by the second chorus, although 
the tempo never changes, there is a lift to the mood, and it 
becomes a wail of new hope and vigor. Again, simplicity is the 
keynote. 

(3) Despite the rather "torchy” lyrics of "After You've 
Gone ’, instrumentally it has been a happy swinger for combos 
and big bands alike — and this rendition is no exception. Don 
Bagley not only solos well for a chorus, but lays a steady beat 
throughout. Sperling gets loose at the drums for two: and then 
Pete’s clarinet comes in with a wail of approval to lead ’em out. 

(4) The blues have long been a favorite mode of expression— 
undoubtedly because they mean so many different things to 
different people; and different things to the same people at 
different times. When played or sung simply and honestly, the 
blues are an outpouring of the soul -a sort of musical psychia- 
trist’s couch, a communication of ideas (happy or sad): and 
when there is a rapport among the musicians such as exists here, 
the response is a sympathetic one. Notice in the intro when 
Merle at the piano states the mood in the first bar how Pete 
answers him in the second as if to say “Yeah, Dad; WE know . . .’’ 
and again in the third and fourth bars. “Gin Mill" follows the 
traditional 12-bar pattern— following the S-bar introduction, with 
solos by Pete, Merle and Don — as Jack lays down a stable 
though unobtrusive beat and brings them in nicely for the 
ensemble final chorus. The introductory motif is repeated in the 
8-bar coda. “Gin Mill" is not as widely known as some of the 
blues songs; but 1 expect you’ll find this "spinning 'round in 
(your) brain" frequently after hearing it . . . 

(5) Merle Koch’s piano solo on “Little Rock Getaway" is in 
the Bob Zurke-Joe Sullivan tradition — a most worth-while tradi- 
tion which Koch’s own taste and touch enable him to carry on 
in authentic fashion, yet with fresh ideas. Pete joins in for some 
Precise work on the last go-round; and the rhythm backing is 
light and tasty throughout. 

(6) The old Edgar Sampson favorite. "Blue Lou", is taken at 
a tunky tempo, and rounds out this session. Piano and clarinet 
add Pete’s "theme", a five-note sequence usually heard else- 
where in more strident fashion; but played here a la tongue-in- 
cheek with t. I. c. ' So endeth a typical set at The Bateau Lounge 
in New Orleans before a properly appreciative audience— an 
audience that remained to hear even more after the micro- 
phones and recording equipment had been stashed away. 

Dick Martin 

Radio Station WWL, New Orleans 

* (Tender Loving Core.) 
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SELECTIONS 


Side One 

1. ST. LOUIS BLUES W. C. Handy 

2. BLUE FOUNTAIN Frank Scott-Stan Wrightsman 

3. COLUMBUS STOCKADE BLUES 

Jimmie Davis-Eva Sargent 

4. AUNT HAGER'S BLUES W. C. Handy 

5. LONESOME ROAD Nat Shilkret-Gene Austin 

6. THE MEMPHIS BLUES 

W. C. Handy-G. A. Norton 


Side Two 

1. MY INSPIRATION 

Bob Haggart-Ray Bauduc-Hilton LaMare 

2. WANG WANG BLUES Gus Mueller 

Buster Johnson-Henry Busse-Leo Wood 

3. BEALE STREET BLUES W. C. Handy 

4. WABASH BLUES Fred Meinken-Dave Ringle 

5. FIVE POINT BLUES Yank Lawson 

6. BAYOU BLUES Morty Corb 


Personnel on: LONESOME ROAD • BAYOU BLUES • MY INSPIRATION • COLUMBUS STOCK- 
ADE BLUES • WABASH BLUES 

Trumpets— Mannie Klein, Conrad Gozzo, Art Depew, Shorty Sherock 
Trombones— Moe Schneider. William Schaefer, Harold Diner, Peter Lofthouse 
Reeds— Jack Dumont. Eddie Miller. Russ Cheever, Babe Russin, William Ulyate 
Rhythm— Jack Sperling, drums; Stan Wrightsman, piano; Morty Corb, bass. 

Personnel on: ST. LOUIS BLUES • BLUE FOUNTAIN • WANG WANG BLUES 
Trumpets— Mannie Klein, Conrad Gozzo. Art Depew, Jackie Coon 
Trombones— Same as above 

Reeds— Wilber Schwartz, Eddie Miller. Babe Russin, Matty Matlock, Chuck Gentry 
Rhythm— Same as above. 

Personnel on: MEMPHIS BLUES • AUNT HAGER'S BLUES • FIVE POINT BLUES • BEALE 
STREET BLUES 

Trumpets— Ray Linn, Jackie Coon, John Best, Art Depew 
Trombones— Same as above 

Reeds— Jack Dumont, Russ Cheever, Eddie Miller, Babe Russin, Chuck Gentry 
Rhythm— Same as above. 


P ETE FOUNTAIN IS back in jazz where he belongs. The clarinetist from New Orleans has 
returned home “to swing a little,” as he engagingly put it, “and live the life that I know best.” 
Though grateful for the exposure and recognition accorded him while the swinging member 
of the Lawrence Welk TV family, it became progressively apparent to Fountain, during his 
two-year tenure with the Welk organization, that the association could not be a lasting one. 
“I guess champagne and bourbon don’t mix,” he told a writer from Down Beat Magazine. 

“Environment plays a large role in a person’s development,” say certain influential members 
of the psychiatric fraternity. Fountain’s life story is wholly in harmony with this idea. Jazz 


has been a part of his experience almost as far back as he can remember. His Dad was a jazz 
musician; jazz was a frequent subject of conversation among his friends, and the sound of 
this music, a constant feature in and around the Fountain house. As you know, New Orleans 
has always had more than its share of jazz, being one of the chief centers, cradles, if you will, 
of “our" music. Elements peculiar to jazz and jazz performance were are to* be found there 
without really looking. 

Considering the situation in which Fountain was born and bred, it was almost inevitable 
that he select an instrument basic to the more traditional forms of jazz. At 12, he began his 
study of the clarinet-a full-time job ever since-with Mr. Allesandro of the New Orleans 
Symphony. For nearly seven years, Fountain played and studied before working his first pro- 
fessional job. It was a rather affecting experience. Pete replaced his idol, Irving Fazola, at a 
strip joint, the night of his death. 

“I had to lie about my age," Pete told an interviewer. “After a little while the management 
found out and fired me, so I started gigging around the city, anywhere I could work." 

With the exception of a few trips to Chicago to work at Jazz Limited and the J3/ue Note. 
Pete stayed close to home. He worked with a number of New Orleans traditional units, and 
was quite happy with his lot. In 1957, Welk beckoned, and this relationship that would thrust 
the clarinetist into the commercial big time began. It ended in 1959. and Down Beat most 
succinctly expressed the reason: “Jazz is jazz, and square is square, and never the twain shall 
meet.” 

Prior to returning to New Orleans to open his own jazz club, The Bateau Lounge on Bourbon 
Street, Pete cut this album, in itself an emancipation proclamation. He obtained men that he 
respects and calls "the Hollywood studio elite”; all of whom feel jazz strongly, are flexible, 
and in the same traditional/swing idiom as Fountain. 

"We got the right cats,” Pete enthusiastically declared during our phone conversation. “The 
guys were happy. Mannie Klein enjoyed the dates so much that he brought his wife after the 
first session to hear the rest. These sessions weren’t like recording dates. They were relaxed. 
All of them should be that way . . . The real important thing was to get off the ground right 
away and swing, and I think we did that.” 

Asked about his style, the general feel of his solos in this presentation, he replied: “I’m trying 
to combine Fazola’s mellow sound with Benny Goodman’s drive. Both of these guys are my idols. 
Yeah, a mellow sound with drive, that gets it! 

“Before I forget, I’d like to say a word about the soloists. Eddie Miller, an old favorite of 
mine, had the tenor solos; John Best and Conrad Gozzo, the trumpet jazz; Moe Schneider was 
our trombonist; and the mellophone comments were by young Jackie Coon, a West Coast kid 
who really breaks it up!” 

Mention was made of the man with iron lips and leather lungs, one Conrad Gozzo, “the daddy" 
of lead trumpet men, and drummer Jack Sperling who seems to fit in any musical clime. And 
then we spoke of the album concept, how appropriate it was considering the situation. 

What better way to celebrate a return to jazz than by cutting an album of blues? Pete selected 
old ones and had some new ones written. All of them, in performance, are blues in feeling; the 
majority, blues in form, as well. The arrangements by Bud Dant, Frank Scott, Stan Wrightsman, 
Art Depew and Morty Corb are uncluttered and swinging, show Pete to advantage, and have 
an unmistakable traditional flavor. 

What this writer finds most impressive is the relaxation and lack of pretension about the 
program. Though there is a big band involved here, an easily recognized sense of rapport 
typical of small band playing permeates these performances. But that is as it should be, for 
large jazz bands are most commanding when functioning as a great small unit would. As 
drummer Mel Lewis said while a member of the Stan Kenton band: "When we can get 18 men 
‘walking’ like five, the band is truly swinging.” 

As for Fountain, himself, I think you'll dig him, for he doesn’t try to prove anything with 
his playing. His only desire is to tell a story through his horn, and most often it is more than 
ample recompense for the time spent listening. BURT KORALL 
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PETE FOUNTAIN'S NEW ORLEANS 


Clarinet Solos with Rhythm Accompaniment 

SELECTIONS INCLUDE: 


I WHILE WE DANCED AT THE MARDI GRAS 

Alfred Op In -Johnny Mm-vr 

2. A CLOSER WALK 


i THE SAINTS COME MARCH I K 


: DOWN SOUTH 


5. OL' MAN RIVER 

6. COTTON FIELDS 


3. DASIN STREET OLUES 

4. LAZY RIVER 

5. WAY DOWN YONDER IN 

6. TIN ROOF OLUES 


MEANS TO MISS NEW ORLEANS 



II. Cnnnletini'l-Slil Amlin 

NEW ORLEANS 

llvnry Crcamcr-Turnor U.yl.m 
L. ^oppolo.p. Marvi-O. Ilnmln.- 
H. lMUuok-M. StlUe-W. Mtflnov 


No matter how far upstream jazz may have come from New Orleans, there exists a nostalgia, 
in some cases a reverence, in most minds, for that early cradle of American music. And, as a 
general rule, New Orleans musicians help to perpetuate that nostalgia and reverence. They live 
on streets with wonderful names. They study in time-honored tradition. They begin their 
professional lives in a flamboyant manner. Then they work on other streets with even more 
wonderful names. And, at least since that first wave or two, which went to Chicago, they just 
never want to leave home. 

Pete Fountain is a New Orleans musician and he fits that pattern in a manner almost too 
good to be true. 

Born there in 1930 (July 3rd), he studied clarinet with Mr. Allessandra of the New 
Orleans Symphony. Although he played jazz during those early years, it wasn’t until he was 
nineteen that he worked his first professional jazz job. "It was the night that Fazola died. They 
needed someone to substitute for him, so I took his job in a strip place." That was an odd 
coincidence, because Irving Fazola, another New Orleans musician who didn't like to leave 
home, and Benny Goodman were the two greatest influences on Fountain ("my two real 
idols"), and they still are, as is evident in his playing. 

"I had to lie about my age to get that job. After a little while the management found out 
and fired me, so I started gigging around the city, anywhere I could work." 

Then, several years ago, Pete did leave New Orleans, and Lawrence Welk confused his 
listeners and watchers somewhat by hiring Pete as a soloist, presenting him once an evening 
with a small unit from the band in some jazz selection. 

This viewer at least (and 1 have always been a steady customer, because the Lawrence Welk 
program is continually the best comedy show on television) was disturbed by Welk's perpetua- 
tion of the age-old legend that jazzmen couldn't read music. He even apologized to his audience 


in That way one evening, in explaining away Pete’s seeming inactivity during most of the 
hand numbers. Hut audience reaction was enthusiastic and Pete gratefully acknowledges the 
debt which he owes to Welk for his current jazz success. 

In 1957, 1 finally had the opportunity to hear Fountain without Welk, when he sat-in with 
the Bobby Hackett sextet in the Voyageur Room. He was already beginning to feel the pinch 
of once-a-week jazz, and his enthusiasm that night was contagious, and so was his playing. 

Perhaps that was the breaking point, for, although he stayed with Welk for a year after 
that, he had begun to collect train, bus and plane schedules from anywhere to New Orleans. 

This year the urge became too strong and back he went. Now he lives on Annunciation 
Street and works in a club called the Bateau Lounge on Bourbon Street ( what did I tell you 
about those names ? ) . 

He has a small interest in that club. Hey, you know what, we play six hours a night, and 
the place is packed from nine until one practically every night. You know that puts a little bread 
on the table" (all of this in less of a Southern accent than has Shorty Rogers). 

During the day he s still studying: There's always so much more to learn." But at night, for 
six hours, with just a rhythm section, he makes the bread that goes on the table, believing 
that by the time that all the publicity from the Welk show comes to an end, he may be lucky 
enough to have built a sufficient reputation of his own. 

"There's still quite a bit of jazz in New Orleans, you know. In proportion, we probably have 
more than you have in New York City. We certainly have more than in Los Angeles. On 
Bourbon Street alone, there's seven Dixieland bands. Plus me. You know, me and the rhythm. 
We just swing away.” 

That, this album will show. With pianist Stan Wrightsman, bassist Morty Corb and drummer 
Jack Sperling, all of them free-wheeling swingers, Pete demonstrates what has been a long 
time developing in this guided tour through his musical life— that Pete Fountain is a wonderful 
clarinetist, a member of that old school of warm, personally communicative musicians whose 
playing denies a dateline. What can be heard here is an excellent musician, accompanied by 
other excellent musicians, playing songs that are as familiar as the seasons of the year, allowing 
talent and artistry to grace each with that pleasant freshness that each season brings. 

But now 1 am getting carried away by words, and the temptation is strong to close with 
some play on his name, such a wonderful one for a jazz musician. 1 thought for the moment 
that such a working of his name into the album title would be especially fitting. But Pete 
Fountain's New Orleans is probably the best name that there could be for this collcctioa 
If You Know What It Means to Miss New Orleans, you'll know how happy he is to be back. 
And this is the eminently satisfying music of a happy man. 

Bill Coss 
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The Big Parade 
Rockin' Chair 
Dream Boat 


Farewell Blues 
Down Home Rag 
Lovin' Arms 
Lullaby of the Leaves 
Trippin' Along 
Easy Livin' 
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These stereophonic recordings are made from the finest stereo tapes and should he 
played on stereophonic equipment. However they can be played on regular 33 rpm 
Long Playing phonographs. 
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NEW RELEASES 


665 STEREO SOUND SPECTACULAR 

Sounds of Trains, Jets, Ships, Drums, Sea 

664 PERCUSSION PIANO in RHYTHM 

Can Can, Song of India, La Paloma, etc. 

663 CHA CHA CHA 

Sweetheart Cha Cha, Let’s All Cha Cha, etc. 

662 MUSIC OF GEORGE GERSHWIN 

Strike Up The Band, Embraceable You, I Got Rhythm, etc. 

661 POLKA-GO-ROUND 

Helena Polka, Clarinet Polka, Annen Polka, etc. 

660 PIANO POPS — CHOPIN FAVORITES 

Minute Waltz, Polonaise, Fantasie, etc. 

659 MOST FAMOUS OPERA GEMS 

Soloists and Chorus of OLYMPIA OPERA HOUSE 


658 HAWAIIAN HOLIDAY 

Aloha Oe, Hawaiian War Chant, etc. 

657 WALTZES FOR DANCING 

Waltz of the Flowers, Green Sleeves, etc. 

656 TCHAIKOVSKY SYMPHONY =5 

Vienna Concert Orchestra directed by Albert Cohen 

655 LATIN FAVORITES in PERCUSSION 

Mambo Bongo, Latin Lullaby, etc. 

654 ALL THE BEST CHILDREN'S STORIES 

Hans Christian Andersen, Christopher Robin 

653 SONGS OF AMERICA-SEA SHANTIES 

Wayfaring Stranger, Drunken Sailor, etc. 

652 SQUARE DANCES with CALLS 

Littlie Brown Jug, Coming Round The Mountain, etc. 


*★★★★★★★★★★★★★★★★★★★★ ****************************************************************************** ************** ******* 


606 DANCE IN GLENN MILLER STYLE 

American Patrol; When 
Johnny Comes Marching 
Home. etc. 

608 SOUSA MARCHES 

Stars and Stripes Forever. 

El Capitan, etc. 

611 GYPSY MUSIC 
Hora Staccato; 

Gypsy Love Song. etc. 

616 STEPHEN FOSTER MELODIES 
Beautiful Dreamer; 

Jeannie with the Light 
Brown Hair. etc. 

617 DANCE IN DORSEY STYLE 
Song of India; Dark Eyes, etc. 

621 LISTENIN' TO THE 
POPULAR ORGAN 
Humoresque; Poeme, etc. 


I 24 HONKY TONK 
PIANO SELECTIONS 

Billy Boy; There Is A 
Tavern In The Town, e 


634 PLEASANT POLKAS 

Little Brown Jug Polka; 
Champagne Polka, etc. 

635 LET'S ALL SING 
In The Good Old 
Summertime; Bicycle Built 
For Two. etc. 


640 HONKY TONK PIANO 
& BANJO 

Frankie and Johnny; 

Gypsy Love Song. etc. 

641 STEREO "POP” CONCERT 

Intermezzo Cavalleria 
Rusticana; Dance of 
the Hours, etc. 

643 GERSHWIN AMERICAN 
IN PARIS, etc. 

645 JAZZ— 

Little Club Orchestra 

648 SING WITH HONKY TONK 
PIANO AND SINGERS 
Seeing Nellie Home; 

Annie Laurie, etc. 

649 ACCORDION FAVORITES 
Moonlight-Waltz; Neapolit; 
One Step. etc. 


JJTEreo 


602 BROADWAY— 

Give My Regards to 
Broadway; Mary Is A 
Grand Old Name, etc. 

609 THE MERRY WIDOW 
Complete Recording 

623 CAN CAN— GAITE PARISIENNE 

632 THE MIKADO 

Gilbert & Sullivan — Vocal 
Selections. Chorus. Orchestra 

633 SOUTH PACIFIC 

Some Enchanted Evening; 

Bali Ha'i. etc. 

637 THE PIRATES OF PENZANCE 

Gilbert & Sullivan — Vocal 
Selections. Chorus. Orchestra 

SYMPHONY- 
'HE 5 BEST SELLERS 

604 DVORAK: "NEW WORLD- 
SYMPHONY 

613 BEETHOVEN: "ER0ICA" 
SYMYH0NY NO. 3 

614 TSCHAIKOWSKY "PATHETIQUE” 
SYMPHONY NO. 6 

624 MOZART: SYMPHONY NO. 40 
630 BEETHOVEN: FIFTH SYMPHONY 


ACORN RECORDS, West New York, New Jersey 


In these recordings the music has not 
been reshaped or reformed for the 
benefit of stereo. Rather, stereo and 
stereocoustlcs have been molded to fit 
the music and It Is only thus that 
stereo sound has a chance to really 
sing, and to dazzle the connoisseur. 
"Stereo" is the unrelenting division of 
orchestras Into very discreet parts, thus 
engendering the technique of recording 
soloists or sections on separate mikes 
individually against their accompani- 
ment. The philosophy of microphone 
placement Is consistent with the acous- 
tical environments and are especially 
selected to suit the subiect. 


638 OKLAHOMA— 

Oklahoma; People Will 
Say We re In Love. etc. 

642 P0RGY i BESS 

Summertime; A Woman Is A 
Sometime Thing, etc. 

644 H.M.S. PINAFORE 

Gilbert & Sullivan — Vocal 
Selections. Chorus. Orchestra 
646 KING AND I 

1 Whistle A Happy Tune; 
Hello Young Lovers, etc. 

650 CAROUSEL— 

June Is Busting Out All Over; 
You'll Never Walk Alone, etc. 

CONCERTOS WITH 
POPULAR MELODIES 


612 RACHMANINOFF: 

PIANO CONCERT^ NO. 2 
619 TSCHAIKOWSKY: 

PIANO CONCERTO NO. 1 
622 TSCHAIKOWSKY: VIOLIN 
CONCERTO IN 0 MINOR 
627 GRIEG: PIANO CONCERTO 


ALL TIME FAVORITES 

605 PEER GY NT SUITES 

Anitra's Dance. In the Hall 
of the Mountain King. etc. 

607 NUTCRACKER SUITE 
Waltz of the Flowers; 

Dance of the Sugar 
Plum Fairies, etc. 

615 1812 OVERTURE, etc. 

618 STRAUSS WALTZES 
Blue Danube. 

Emperor Waltz, etc. 

625 WILLIAM TELL OVERTURE: 
POET AND PEASANT 
OVERTURE, etc. 

628 VIENNESE WALTZES 

Voices of Spring; Tales of 
the Vienna Woods, etc. 


LIGHT CONCERT 

601 THE SLEEPING BEAUTY 


620 SCHEHERAZADE 
636 BRAHM'S HUNGARIAN DANCES 
647 GERSHWIN S PIANO 
CONCERTO 
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Produced by Lou Busch ********** 

THE DIXIELAND STOBY 

tr by Matty Matlock * * * * * 
and the Paducah Patrol* * * * 
i3r Volume Two ★*★★*★★** 


Matty Matlock’s music is Dixie, the unvarnished 
variety. It’s the authentic and logical growth of 
music that started out in old New Orleans. 

But Matty Matlock’s Dixie is neither traditional 
nor antique. If an album needs a purpose, Matty has 
one for “The Dixieland Story!’ He is determined to 
take the style back from the collectors, purists, and 
the Library of Congress. To accomplish his mission 
Matty has backed his own clarinet with an able pla- 
toon: Stan Wrightsman, piano; Nick Fatool, drums; 
George Van Eps, guitar; Morty Corb, bass; John 
Best and Shorty Sherock, trumpets; Moe Schneider 
and Abe Lincoln, trombones; and the great sax star. 
Eddie Miller, on baritone. 

The musicianship, the technical excellence of all 
who blow on these sides, their freedom, inventiveness, 
and spirit demonstrate Matty Matlock’s theme: “jazz 
in the Dixieland ipanner is a lively, growing kind of 
jazz.” How well it is growing the group clearly illus- 
trates. Both the wailing jazz and the low down blues 
shine through in these spirited, authentic Matlock 
treatments. 


★ Side One ★ 

tiger rag — March number one from the book of marches 
played by the New Orleans street bands, Tiger Rag is the 
most famous of all jazz pieces and the connecting link between 
band music and jazz. 

sensation - Recorded in 1917 and copyrighted by the Original 
Dixieland Jazz Band. "Sensation" was part of the traditional 
literature played by early jazz groups. 

original dixieland one step - Another selection on the ODJB 
1917 recording* session which reputedly accounts for the first 
iazz sides ever made. 


VITAPHONIC 

STEREO 
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SINGIN’ the blues — A song made famous by Bix Beiderbecke's 
improvised chorus on a Frankie Trumbauer record. The 
ensemble plays Bix’s ad lib chorus note for note. 
muskrat ramble — Though the style of the composition is 
unique, it was written by one of the great traditionalists. 
Kid Ory. 

clarinet marmalade — Larry Shields, Nick La Roeca, Eddie 
Edward . Henry Regas, and Tony Spargo— the Original Dixie- 
land Jazz Band — are listed as the composers. It, too, was 
recorded in 1917. 


★ Side Two ★ 

milenberg JOYS — Jelly Roll Morton shares credit for the song 
with Paul Mares, leader of the New Orleans Rhythm Kings, 
and Leon Rappolo, the brilliant clarinetist. 
basin street - A "pop" song with the mood and quality of 
early jazz compositions written by Spencer Williams, who 
went on to contribute such standards as "I Ain't Got Nobody!’ 
"Everybody Loves My Baby," and "Careless Love.” 

Riverboat shuffle — Hoagy Carmichael's first successful song. 
When it was recorded by the Wolverines, Carmichael listed the 
address of the publisher (himself) at "Kappa Sigma House. 
University of Indiana!' 

dippermouth BLUES — Credited to King Oliver and Louis Arm- 
strong, the song later evolved, via improvised choruses, into 
"Sugar Foot Stomp." 

davenport blues — A Bix Beiderbecke composition named for 
his home town. Bix was one of the first jazz musicians to be 
influenced by classical composers. "Davenport Blues" reflects 
the early influence. 

king porter stomp - Another original from Jelly Roll Mor- 
ton’s repertoire. It is named in honor of an itinerant piano 
player. Porter King. v 

(THE DIXIELAND STORY was originally issued by Warner 
Bros. Records in 1958 as a two-record, boxed set 
(2BS 1202). In response to numerous requests, it has been 
re-issued as two individual albums: the same swinging 
music in brand new packages.) 

In volume one of "The Dixieland Story!' Matty Matlock 
and the Paducah Patrol ramble through Wolverine Blues, St. 
James Infirmary, Royal Garden Blues . High Society, Jazz Me 
Blues. South Rampart Street Parade, Saints, Copenhagen. 
Little Rock Getauay, Washboard Blues . and Paducah Parade. 

(B 1317) 


For your further listening enjoyment, may ice suggest: 
Satehmo: A Musical Autobiography, 

Louis Armstrong Decca DXM 155 

1936-1956, Bob Crosby Coral 57089 

And They Called It Dixieland. 

Matty Matlock Warner Bros. 1*262 

Four-Button Dixie. Matty Matlock . . . Warner Bros. 1280 
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PERSONNEL: 

NICK PALUMBO, Clarinet 
CHARLES CAMERON, Drums 
BILL BARTELL, Trombone 
PHIL HOGAN, String Bass and Tuba 
BILL ANDREWS, Trumpet 
GASPARE ‘GAP’ MANGIONE, Piano 


DIXIELAND at the ROUNDTABLE 



SIDE A: 

WOLVERINE BLUES 
NEW ORLEANS 


SIDE B: 

LIMEHOUSE BLUES 
SATANIC BLUES 
76 TROMBONES 
INDIANA (Back Home Again In Indiana) 


PRINTED IN U S A 


This Salt City Six outfit differs from other "Dixieland re- 
vivalist" groups in one major aspect: they are more musical. 
They are not concentrating on an attempt to bring back a 
style of playing that was inherent during a past era. 

They do play j:.?z standards that were popular tunes in that 
past .era, but in their interpretations are found fresh ideas 
and even a modern phrase here and there and this is all 
accomplished with a swinging rendition. 

The lads in tl s combo are all young and enjoy what they 
are playing. This tends to give the closely-knit group an 
overall aura of excitement. This can be felt by the listener 
in their ensemble work as well as in the individual solos. 

I have seen Syracuse University students in the Memory 
Lane club up in Syracuse, N. Y. rise from their tables and 
even stand on chairs to applaud the Six after an especially 
exciting performance. 

The current Salt City Six has slowly evolved from an earlier 
band known as Will Alger's Salt City Five working out of 
Syracuse where now dry salt mines once gave the city its 
sobriquet of "Salt City." Both the old band and the new 
group have wandered afar, while keeping Syracuse as a 
base. They have been a familiar attraction at the Blue Note 
in Chicago, the Stardust Hotel in Las Vegas, the Brass Rail 
in Milwaukee^Dream Bar in Miami Beach, Crest Lounge in 
Detroit, The’ Bayou in Washington, D. C. and the Roundtable 
in New York City. 

One of the outstanding and most promising instrumentalists 
in the band is 24-year-old Nick Palumbo who plays’clarinet. 
A native of Scranton, Pennsylvania, Nick attended Syracuse 
University and is a graduate of the School of Music. He 
began his musical career on the West Coast with a kid band 
known as Ken Murray's Musical Minors. They were a sensa- 
tion on television shows in both Hollywood and Las Vegas. 
Nick had somehow landed in Toronto, Canada, where he was 
connected with an unemployed bop band when he was dis- 
covered by Will Alger’s Salt City Five then playing the 
Colonial Tavern. The boys knew clarinetist Jack Maheu was 
planning to leave the Five to join the Dukes of Dixieland 
and they advised Nick to make his way back to Syracuse 
where he had started from a year or so before. Nick man- 
aged to show on the scene when Jack left and was hired 
by Alger. He is the only member of the old Five with the 
present personnel and consequently inherited the mantel of 
nominal leader when Will Alger decided to get off the road. 
Palumbo is a facile soloist and plays well-conceived im- 
provisations, ranging from New Orleans-styled phrases in 
the medium and low register to original modern ideas within 
the entire scope of the instrument. Although he solos on 
all the sides, you'll find his work exceptionally satisfying 
on "SATANIC BLUES," "CIRIBIRIBIN" and on Jelly Roll Mor- 
ton's "WOLVERINE BLUES." 

The lead horn in the driving ensemble and a star soloist in 
the band is Bill Andrews, a 26-year-old Bostonian. Bill has 
studied extensively at the Boston Conservatory of Music 
He loves Dixieland music and plays a lyrical trumpet in the 
tradition of Bix Beiderbecke and Red Nichols. When the 
opportunity to join the Salt City gang came along he didn' 
hesitate in spite of his musical studies at the Conservatory 
and a well established Dixieland group of his own known 
as the Dukes of Dixie which he had led on jobs throughout 
New England for several years. 

Bill's trumpet is unusually effective on "WOLVERINE BLUES," 
"I'M COMING VIRGINIA" and on Hoagy Carmichael's lesser 


known melody, "NEW ORLEANS." There is a bell-ringing 
clearness and a swinging drive to the Andrews horn. 

The trombone chair, formerly held by ex-leader, Alger, has 
been taken over by a comparatively experienced big band 
trombonist. Bill Bartell, 25 years old, has worked in the 
name bands led by the late Hal McIntyre and Dean Hudson. 
The latter leader has led a popular band around the South- 
ern college circuit for years. 

Bartell plays long solos on "NEW ORLEANS,” "INDIANA" and 
on Meredith Willson’s "76 TROMBONES" from ‘The Music 
Man.' As well as melodic solos, Bartell is given to occa- 
sionally using his horn as a percussive instrument in en- 
sembles and now and then playing a short glissando phrase. 
Gaspare 'Gap' Mangione is a pianist whose playing is more 
in the modern mode than in a Dixieland vein but this band 
is used to the style. 

Mangione is originally from Rochester, N. Y., and met the 
boys in Syracuse while attending Syracuse University. He 
is 21 and in spite of his modern thinking enjoys playing 
with the Six. His best solo on this set is on "INDIANA (Back 
Home Again In Indiana)," the melodic line of which has 
always attracted the progressive musicians. 

Hogan is a native of Syracuse and is 24 years old. He at- 
tended Syracuse University School of Music and also got 
acquainted with the boys when they were playing locally. 
The drummer in the band, Charles Cameron, is a 27-year-old 
professional musician from Rochester and a veteran of a 
famed Rochester Dixieland band known as The Dixieland 
Ramblers. They played for many years regularly at the 
Golden Grill under the leadership of Max McCarthy. 

While Nick Palumbo ostensibly leads the band and an- 
nounces their numbers, the real leader is Charley, who 
besides holding the group together musically has taken 
upon himself the many business details of the group. 
Cameron's drums are usually the last instrument heard on 
a rendition. He sometimes taps his cymbal to sort of put a 
period at the end of a number, or he will bang the cymbal 
to give a fading out sound to the ending. In this set he 
plays a short drum solo on J. Russell Robinson's tune. 
"SATANIC BLUES" and a longer one on “WOLVERINE BLUES." 
The tunes presented here by the Six are not the usual run 
of Dixieland standards. The band is noted for working out 
Dixie arrangements on melodies that appeal to them. In- 
cluded here are probably the only recorded Dixieland ver- 
sions of "CIRIBIRIBIN" and “VOLARE." 

It is hoped these recordings will bring as much pleasure 
to the listeners as the Salt City Six' playing has given to 
the many college and nightclub audiences they have pleased 
over the years. 

GEORGE HOEFER. Associate Editor Down Beat (New York). 




T 1665 



TfiioRntS 




SENTIMENTAL JOURNEY • CORKY • MEDLEY: BLUE, A BLUES SERENADE • HARLEM NOCTURNE • ALWAYS • LONDONDERRY AIR • 
SUMMERTIME • THE BIRTH OF THE BLUES • WHY WAS I BORN?* CANADIAN CAPERS • WHAT IS THERE TO SAY • MOONLIGHT BAY 


Red and the Pennies are famous for smooth stylings of ballads and 
uptempo tunes... like those which made their “Dixieland Dinner 
Dance” a best-selling album... like those which make this album 
call to mind a 


DIXIELAND) 
•UPPER CLUB, 


RED NICHOLS 
AND THE FIVE PENNIES 


T 166b 


The value of a dollar may vary from day to day, but there's never any 
doubt about a Nichols' worth. Red and the Pennies are about as stable 
a musical group as you'll ever hear. They can always be counted on to 
provide a danceable Dixie beat, one that circulates as freely among 
collegians as among long-time grads. Fact is, Red regularly appears at 
clubs like the Sheraton West's Zebra Room in Los Angeles and the 
Sheraton Palace's Tudor Room in San Francisco, and draws dance 
crowds of all ages. 

And certainly the easy beat of Sentimental Journey, which leads off 
this album, is an irresistible call for everyone to dance. So, for that 
matter, are Why Was I Born?, What Is There to Say, Londonderry Air, 
and the medley of Blue and A Blues Serenade. On the other hand, 
you’ll find yourself swinging out to Always, Canadian Capers, Corky, 


and The Birth of the Blues — numbers which are a credit to the listening 
account as well. 

Dancing or listening, you'll be quick to notice how smooth a blend 
Red and the Pennies achieve. As you might suspect, the Pennies have 
been in Red’s collection for some time. His cornet has been comple- 
mented by Roily Culver's drums for 20 years, Joe Rushton's big bass 
sax for 15, and Billy Wood's clarinet for 8. And though joining the 
group for the first time here, pianist Sid Appleman and trombonist 
Robbie Robinson fit in so well that Red is sure they'll stay for many an 
in-person and album encore. By the same token, "Dixieland Supper 
Club" will fit in so well with your dancing moods that you’ll be returning 
to it over and over again. Produced by BILL MILLER 


SIDE ONE SENTIMENTAL JOURNEY • CORKY • 
MEDLEY: BLUE, A BLUES SERENADE • HARLEM 
NOCTURNE • ALWAYS • LONDONDERRY AIR 


SIDE TWO SUMMERTIME • THE BIRTH OF THE 
BLUES* WHY WAS I BORN? • CAN ADI AN CAPERS* 
WHAT IS THERE TO SAY • MOONLIGHT BAY 


AMONG OTHER CAPITOL ALBUMS BY RED NICHOLS AND THE FIVE PENNIES. (S) indicates also available in Stereo. 




MEET 

rSHf , 

PENNIES A, 

RED NICHOLS , 


DIXIELAND DINNER DANCE • 
For liilsning, too. Soptcmbor 
Song/ Slop, look and Litton, 
Johmon Rag, My Funny Volon- 
line, Love Walked In ; American 
Palrol, more. (S)T 1297 


MEET THE FIVE PENNIES • 
With addod itarleri. Bill Bailoy, 
Won't You Ploato Come Homo?, 
Margie , Balllo Hymn of the 
Republic, Shim-Me-Sha- 
Wabble. more. (S)T 1220 


COVER PHOTO/CAPITOl PHOTOSTUDIO/KEN VEEDER 



NICHOLS AT MARINELAND • 
A whalo of a Dixieland lotiion. 
St, louii Blues ; Show Mo the 
Way to Go Homo , Goodnight 
ladies ; 'S Wonderful. At Sun- 
down, more. (S)T 1 1 63 



PARADE OF THE PENNIES • 
Washboard Blues. Japanese 
Sandman. Mississippi Mud. 
Delta Roll, Dixie , Parade of 
tho Pennies. Tea for Two. Ava 
Ion, four others. (S)T 10S1 


THIS MONOPHONIC MICROGROOVE RECORDING IS PLAYABLE ON MONOPHONIC AND STEREO PHONOGRAPHS. IT CANNOT BECOME OBSOLETE. IT WILL 
CONTINUE TO BE A SOURCE OF OUTSTANDING SOUND REPRODUCTION, PROVIDING THE FINEST MONOPHONIC PERFORMANCE FROM ANY PHONOGRAPH. 
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AND HIS DIXIELAND BAND 


LAZY PIANO MAN 


HOME 


IT'S A LONG. LONG WAY 
TO TIPPERARY 


CAUTION BLUES 


ALABAMA JUBILEE 




MERCURY WING MGW 12165 • MUGGSY SPAN1ER AND HIS DIXIELAND BAND 


LAZY PIANO MAN 

(Ascap) 2:38 


DIXIE FLYER 

(Ascap) 2:47 

SWEET GEORGIA BROWN 

(Ascap) 2:55 

FEATHER BRAIN 

(Ascap) 2:47 

HOME (WHEN SHADOWS FALL) 

(Ascap) 2:57 

!T‘S A LONG WAY TO TIPPERARY 

(Ascap) 2:41 

CAUTION BLUES 

(Ascap) 2:54 

ALABAMA JUBILEE 

(Ascap) 2:48 

SOUTH 

(BMI) 2:23 

SUNDAY 

(Ascap) 3:04 

TIGER RAG 

(Ascap) 2:34 

THE BLUE ROOM 

(Ascap) 2:58 


MUGGSY SPANIER 


HIS 

DIXIELAND 


BAND 


Time goes right by Muggsy Spanier and neither one of them 
ever stops to say hello. They don’t recognize each other’s existence. 

This is not a comment on his age — he’s still a fairly young man 
— but on the immutable manner in which he plays the 
happiest music this side of old, old New Orleans. 

Nobody will ever understand how this sad-faced Chicago boy, with 
shamrocks for eyes, ever withstands the pressures of a constantly 
modernizing music and the changing tastes of audiences. Maybe it’s a 
subtle strength of character or maybe it’s a God-given case of 
faulty hearing. But the searing freshness in Muggsy’s old-time style, 
the ever-spontaneous combustion of his authentic Dixieland output 
never seems to change. The true Dixieland connoisseur today 
has two sources for seeking his love-object: either in the faded 
old recordings of Joe Oliver, Louis Armstrong, Bunk Johnson, if he 
can find them, or the even more desirable choice of the live and 
ever-lively white-hot trumpet of Muggsy Spanier. 

Old time fans will never forget the early Chicago days, say 1927, 
at the Midway Gardens, when Muggsy locked horns with the likes 
of Bix Beiderbecke and Jimmy McPartland, and set up a throbbing 
pulse with Davey Tough, George Wettling, Eddie Condon. 

Some of these today have gone beyond and others stayed to ^ 

shift their styles with time. But Muggsy’s horn and its 
torrid message became fixed as in a cake of ice — fixed in its 
shape but never cooled in its urgency. Muggsy Spanier is the real thing. 

When Muggsy shows up for his job, conversation lowers to 
a whisper and everyone finds himself trying to look glum — out of 
respect. It’s an involuntary reaction ; his funereal face brings it on. 

Then he climbs up on the stand and lightning strikes. Happy 
quivers run down your back. The whole room turns from blue to a 
brilliant orange gold. It’s the world’s happiest time again. Muggsy’s on. 

Here is the man who has stopped all the clocks, turned all the calendars 
towards the wall, raised the melting point of brass and upset 
Einstein’s theory of relativity in time and space. 

Muggsy Spanier is the immovable object who makes the irresistible music. 



Th f» I Vino Custom Hi Fldeltlg recording It the remit of the most modern 
recording trehnigue of our lime. The master s for this album were transferred 
through on Amjie/ .101 tope machine, o I’ultec Filler and Fgualtzct, 

Altec limiting amplifier, Mae Intosh monitor amplifier and a ICO watt power 
urnplifler designed especially to drier the IIIIC (/tampion Feedback Cutting Head. 

This monaural disc can be pinged cyuntlg well with either a ST Fit HO 
cartridge or a STAS'bAftb I mil microgroocc cartridge, 
because, of the fine technical equipment used In the recording 
of their masters, one is assured of the most faithful reproduction 
in the transfer from original recording to the final masters 
used fur processing. 
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THE HAPPY JAZZ BAND YOU ME l 


Jim 

Cullums’ 

Happy 

Jazz 

SELECTIONS 
SIDE I 

1 . Willie The Weeper 2:58 

2 Sunset O fe Stomp 2 48 

3- Someday Sweetheart ; 30 

4. Angry' 3:08 

5. Susie 3:00 


Two years ago. Ewing D. Nunn, president of Audiophile Records, bestowed 
a signal honor upon the City of Philadelphia 

He had lunch there. 

Demonstrating anew the liberality for which he is famed, he invited the 
writer to share a hamburger and Pepsi with him 

During the repast. Mr. Nunn remarked casually that he had been in San 
Antonio recently. And. to justify this apparent aberration, he explained that, 
while there, he had recorded "a pretty good group." Made mellow by the 
intake of ground beef and cola, he said he would send me a pressing. And 
there the matter dropped. 

Some weeks later, a slab of black vinyl adorned by a blank white label 
arrived in the mail. There was no identification of the band; no list of tunes. 
It could only be the "pretty good group" from San Antonio. 

Remembering Mr. Nunn's penchant for understatement. I was certain the 
group was more than so-so. But I was totally unprepared for the joyous sound 
which poured from the speaker. It was Jelly Roll Morton’s "The Chant" -■ 
crisp, diamond-clear, tightly meshed, yet loosely swinging, ensemble. 

For an hour or more I played that single track. And marveled at what 
I heard. What matter that the group was nameless? Whoever they were, I 
was convinced they were one of the finest traditional jazz bands 1 had heard 
in a quarter century of hot record collecting. 

Today. 1 know the sounds which floored me were produced by Jim 
Cullums' Happy Jazz Band. But edification on this score hasn't changed my 
opinion of their musical output If anything, my admiration for the band 
rises with each succeeding record (this is their fourth). 

Core of the Happy Jazz Band is a father-and-son team, the likes of which 
hasn't been seen in traditional jazz since "Papa Jack" Laine lent a hand on 
the drums in Albert "Baby" Laine's Wampus Cats. Jim Cullum Sr. plays 
full-bodied clarinet with overtones of Irving Fazola in the lower register. 
Jim Jr. plays cornet as if he had roomed with Bix at Lake Forest Academy. 
By day the Cullums toil in the wholesale grocery business founded by Jim 
Cullum Sr.'s father. 

With one exception, the remainder of the Happy Jazz Band is also 
involved in the business world of San Antonio. Trombonist Gene McKinney 
manages a wholesale music company. Willson Davis, Sousaphone, is a food 
broker. Drummer Harvey Kindervater is employed by the Treasury Department, 
and pianist Cliff Gillette works for a trucking firm. Only Curly Williams, the 
banjo player, claims music as a full-time career, one he has pursued since 1922. 


the Hot Five, but Jim Cullum Jr s lead, with its rollicking "shouts m the out- 
going ensembles, owes less to Satch than to Bix. 

Sunn-Jay Sueetheart A pretty pop tune from the Twenties by the Spikes 
brothers. John C and Beniamin • this one has been recorded countless times 
since the first Morton version was issued in 1923. The Happy Jazz Band 
give it a gentle, subdued treatment, winding it up with a pretty, impromptu tag 

Autry. Two of the Brumes brothers. Merritt and Henry, teamed up with 
Dudley Mecum and Jules Cassard to put this one into the jazz library With 
all due respect to the New Orleans Rhythm Kings, who first recorded it in 
1923. their version is pallid vo-do-de-oh-do in comparison to the rousing Happy 
Jazz treatment. Fine solos here from both Cullums and some cinder-shakm 
trombone by Gene McKinney 

Susie. Written by C. Naset anJ Gus Kahn, this 42 year-old gal really 
romps in grand style Bix and the Wolverines first recorded Susie in 192 J 
Bud Freeman and the Summa Cum Laude recorded it again in 1940 in a 
collection of Wolverine tunes The Cullum revisitation is taken at a brisker 
tempo than prior recordings and includes as neat a retard as you'll hear on 
record. 

Pelican Panic was composed by New Orleans cornetist Johnny Wiggs in 
the 1950's and twice recorded by him. This version, however, is the first to 
include the verse. 

Singin' the Blues. One-time Original Dixieland Jazz Band pianist J 
Russell Robinson and Con Conrad wrote this lovely ballad at the dawn of the 
Twenties, and the ODJB introduced the theme in a 1920 recording of 
Margie. Most famous recording was by Beiderbecke and Frank Trumbauer in 
1927. Here, the HJB pulls all the Bix stops, intros, codas and all, and Jim 
Jr. plays the famed Beiderbecke break in the middle of Jim Sr's clarinet 
chorus. 

/ Ain’t Gonna Give Nobody None of This Jelly Roll. As durable as any 
jazz tunc ever written is this old war horse by Spencer Williams and Clarence 
Williams (no relation) Mamie Smith, of "Crazy Blues' fame, was one of 
the first to record it, in 1922. In true Happy Jazz style, the boys play the 
almost-forgotten verse as well as the chorus. 

All Night Blues. This is one of those delightful tunes which, like Tisho- 
mingo Blues, are not blues in the stria. 12 bar sense, though they convey the 
languorous, sweet sadness of the blues. Written by pianist Richard M. Jones, 
it was redubbed "Richard M. Jones Blues ' when recorded by Lu Watters in 
1946. The Happy Jazz Band gives it full-bodied compositional treatment, with 
a closely worked out coda that is a beaut. 


SIDE II 

1 . Pelican Panic— 3:40 

2. Singin' The Blues 3:54 

3- I Ain't Gonna Give Nobody 

None of This Jelly Roll 3:07 

4. Ali Night Blues 3:38 

5. Lizard On A Rail (Hiawatha) 2:45 


PERSONNEL 

Jim Cullum Sr.- — Clarinet 

Jim Cullum Jr. Cornet 

Gene McKinney - Trombone 

Willson Davis Sousaphone 

Cliff Gillette Piano 

Curly Williams Banjo 

Harvey Kindervater Drums 

also 

Ben Valfre Banjo on Someday Sweetheart 

(recorded in an earlier session) 


There are three other Happy Jazz albums available 


But it would be a mistake to identify Jim Cullums' Happy Jazz with the 
growing number of groups composed of "businessmen who play jazz." More 
accurately, the Cullum group is made up of jazzmen who happen to be in 
business. Jim Sr., McKinney. Gillette, and Williams have all done tours with 
name dance bands, and Kindervater and Davis put in years with regional 

bands. Young Jim Cullum developed his talents by listening hard to, then 

playing along with, his father's collection of old jazz records. 

Home base for the Happy Jazz Band is The Landing, a nightclub on the 
San Antonio River. Here they play two and sometimes three nights a week, 
broadcasting Friday nights over WOAI (1200 kc). Private parties and jazz 

concerts hither and yon keep them busy between appearances at The Landing. 

Four years of playing regularly, with only two changes in personnel, have 
given the Cullums' happy crew an immediately identifiable sound. It is an 
extremely mellow sound, richly melodic, harmonically full, and infinitely re- 
laxed at all tempos. These boys don't rush their fences. They know they'll 
get over them. 

They treat the tunes they play with the loving care and respect brought 
back to traditional jazz by Lu Watters. If a tune has a verse, they play it. 
If a certain passage lends itself better to harmonic voicing rather than to open 
polyphony, then the band plays it this way. In short they treat tunes as com- 
positions, not as collections of chord changes, and they play them as an 
organized unit, rather than as a seven-man jam session. To devotees of the 
Preservation Hall approach to traditional jazz, this may smack of heresy. But 
to those listeners who enjoy the variety injected into the New Orleans style 
by Jelly Roll Morton, it won't be heresy but musical good sense. 

Listen now to Jim Cullums' Happy Jazz in superbly recorded (by E. D. 
Nunn. Who else?) treatments of: 

W illie the M\ef>er. Most notable previous rendition of this saga of a 
chimney sweeper who indulged in fantasies was by Louis Armstrong's Hot 
Seven in 192*\ Walter Melrose, Marty Bloom and Grant V. Rymal get 
composers' credits, but jazz researcher Paul Crawford believes Willie is proba- 
bly a public domain tune, old when Satch first played it. The Cullum gang 
take it at up tempo, but "soft, with plenty swing " 

Sunset Cafe Stomp by Percy Venable commemorates Chicago's Sunset Cafe 
at 35th and Calumet Streets. There, -10 years ago, young Louis Armstrong 
astounded, with his cornet virtuosity, listeners used to the more sober styles of 
King Oliver and Freddie Keppard. The tune has been indelibly associated with 


Lizard On A Rail. Far from standard jazz band fare is this old march 
which carries the title "Hiawatha" and sub-title "A Summer Idyl." Old-timers 
in New Orleans recall the melody, however, as Lizard on a Rail " Though 
it bears a 1901 copyright, chances are good that it was aired by New Orleans 
bandsmen before that date. The Cullum platoon marches on down, then swings 
Lizard on out in jazz tempo. 

ALAN WEBBER 
Philadelphia, November 5, 1966 

A few days ago my friend. Jim Cullum Jr. called me from San Antonio 
and while running up a phone bill that must have reached fifty dollars, he 
told me that "Hiawatha" was one of the tunes the Happy Jazz Band recorded 
for their new LP. 

Already in a sweat brought on by the length of the phone call. 1 asked, 
"Is this one of your Texas Halloween jokes, Jim?" 

Ignoring my question. Jim pointed out that "Hiawatha" was also known 
as "A Summer Idyl. I had to agree that "Hiawatha" held more promise 
for a jazz tune than did "A Summer Idyl;' a title that would be almost as 
bad a choice as "The West, The Nest, and You. Dear " 

Jim wasn't through with "Hiawatha" yet; casually working on his Texas- 
sized phone bill, he went on to say that old timers in New Orleans referred 
to the tune as 'Lizard On A Rail." His source for this bit of reprihan 
jazzology was Tulane University, an institution so dedicated to jazz, rumor 
has it that both the President anil Chancellor arc members of Professor William 
Russell's Tub-Jug- Washboard Band. 

By this time the marathon call had put me in a state of shock, even 
though 1 wasn't paying for it. As I groped in vain for a connection between 
the lizard, the summer idyl, and Hiawatha. I shouted, "Listen, Jim, I can t 
stand it any longer; 1 can't let this call go on. Forget about Hiawatha and 
call the damned thing "Lizard On A Rail And then I hung up before he 
could run the bill any higher. 

That's how Hiawatha became a lizard on a rail. 

I think that even Longfellow will approve this switch; and 1 am sure 
that the legendary Chief will do a war dance when he hears this wonderful L.P 

LU WAITERS 

Cotati, California, November 7. 1966 




Happy Jazz Records, Inc. 
San Antonio, Texas, 


110 Oak Park Drive 
U. S. A. 78209 
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MIDNIGHT 

IN MOSCOW 

KENNY BALL AND HIS JAZZMEN 

HIGH SOCIETY 
PUTTIN’ ON THE RITZ 
AMERICAN PATROL 
TIN ROOF BLUES 

YOU MUST HAVE BEEN A BEAUTIFUL BABY 
BIG NOISE FROM WINNETKA 
DARK EYES 
SAVOY BLUES 

I’M SATISFIED WITH MY GIRL 
MY MOTHER'S EYES 



MONO KL-1276 


P 1^62 Kopp Prir 



MIDNIGHT 

IN MOSCOW 

KENNY BALL AND HIS JAZZMEN 

Traditional jazz, once a uniquely American product, has found a home in many corners of 
the globe. Scandinavians in Sweden, Africans in Ghana, Malayans in Singapore all swing to 
the strains of “The Saints,” and the famous solos created by such legendary jazz figures as 
King Oliver and Alphonse Picou sing again in lands which have newly adopted this irresistible 
idiom and made it their personal property. 



E very so many years, Dixieland is “revived,” to enjoy a new lease of popularity, but in truth it never dies, for each 
new generation of jazz aficionados discovers its fascination and falls under the spell of its uninhibited self-expres- 
sion. During the early 1960’s, England — which has always held the closest musical ties with America — was swept by 
a wave of dixieland restoration, and the so-called “Trad Fad” took pride of position over all other contenders: the Rock 
’n Roll belters, the singing strings and the big bands. Unfortunately, this revival was at first marred by poor musician- 
ship, because many of the amateur Rock ’n Rollers, seeing which way the winds of taste were blowing, put down their 
fender guitars and alto saxophones, and took up horns, tailgates and banjos. The music of New Orleans became the 
latest vogue, and enthusiasts flocked to hear great jazz performed with only moderate skill by musicians of less than 
capable talents. 


In the center of this scene, there suddenly appeared a musician of outstanding virtuosity: Kenny Ball, described by 
the British jazz authority, Steve Race, as “...an accomplished, well-schooled musician with a taste for free-swinging 
jazz, a wily sense of presentation and showmanship, and the organizing qualities of a born leader. He assembled a 
group of musicians who could really play their instruments, and set about producing the music he loved, for the benefit 
of a public which was not over-blest with quality jazz...” 


The result was electrifying. Audiences quickly recognized the brilliant musicianship of Kenny Ball and his Jazz- 
men, who became the nation’s first choice, with best-selling records riding at the top of the popularity charts and 
nationwide “star" billing. Kenny’s Midnight in Moscow, at the top of the British listings, is already on our own 
national charts and promises to be the first of many best-sellers. 


In this album, Kenny Ball and the Jazzmen present a varied collection of jazz and popular “standards,” each 
of which possesses the unique personality of great jazz in the “trad” tradition. In addition to the familiar favorites 
High Society, Tin Roof Blues and Big Noise From Winnetka, there is Kenny’s best-selling Midnight In Moscow 
(adapted from an old Russian melody), together with Dark Byes and some highly unusual stylings of Puttin’ On The 
Ritz and American Patrol. 
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"A PYE RECORDING- 


SIDE 1 

MIDNIGHT IN MOSCOW 258 , 

(Soloviev-Sedoi, Matusovosky, Ball) 

TIN ROOF BLUES aos, 

(Melrose-New Orleans Rhythm Kings) 

*MY MOTHER’S EYES ,235, 

(Baer-Gilbert) 

BIG NOISE FROM WINNETKA 

(Bauduc-Crosby-Rodin-Haggart) 

•YES SHE DO, NO SHE DON’T 2.-13, 

(I'M SATISFIED WITH MY GIRL) 

(DeRose-Trent) 

PUTTIN’ ON THE RITZ 0,07, 

(Irving Berlin) 

SIDE 2 

AMERICAN PATROL ,3,031 

(F. W. Meacham) 

DARK EYES 2,351 

(Traditional) 

•YOU MUST HAVE BEEN 
A BEAUTIFUL BABY 

( Mercer-Warren ) 

SAVOY BLUES ,3,501 

(Ed Ory) 

HIGH SOCIETY ,0.301 

(Swan-Copeland-Green) 

*Voc at: Kenny Ball 



KENNY BALL Trumpet 

JOHNNY BENNETT Trombone 

DAVE JONES Clarinet 

RON WEATHERBURN Piano 

VIC PITTS Bass 

RON BOWDEN Ortons 

PADDY LIGHT FOOT Banjo 
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LOUIS DELISLE’S BAND & I HSTOHMIEI 
wooden joe’s band I amerigan mus m 
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ECHOES FROM 



KID THOMAS 
ALGIER STOMPERS 

LOUIS DELISLE’S BAND & 
WOODEN JOE’S BAND 



UORYMEl 

1AMERI6AN HUSI6 




ORLEANS 


VOL. 2 


Side 1 (642): 

1. BUCKET GOT A HOLE IN IT 

2. COME ON DOWN TO NEW ORLEANS 

3. KID THOMAS BOOGIE WOOGIE 

4. ST. LOUIS BLUES 

5. SISTER KATE 

6. MARIE (») 

7. PANAMA (*) 


Side 2 (646): 


1. BLACK CAT ON THE FENCE (A) 

2. PORK CHOP (A) 

3. HOLLER BLUES (B) 

4. DINAH (A) 

5. B-FLAT BLUES (B) 

6. CLARINET MARMALADE (A) 

7. YOU MADE ME WHAT I AM (B) 



PERSONNEL: 

AM LP 642: 

KID THOMAS’ ALGIER STOMPERS 
Kid Thomas (tp), Emile Barnes (cl), Harrison 
Barnes (tb), George Guesnon (bjo, vo), 
Babe Philip (b), George Henderson (dm), 
Recorded in Hope Hall, 

September 3rd, 1951. 


Notes from American Music LP 642: 

NOTES . . . from a letter by Kid Thomas, 

1132 Wagner St., New Orleans. 
Now for a look into my past; I was born 
Feb. 3rd, 1896 in the Parish of St. John, 
city of Reserve, La. My father, a trumpeter 
in the Picquit Brass Band, was the keeper 
of the instruments, so sometimes I would 
tinker with them. At the age of ten I began 
to play the valve trombone. My father 
seeing my interest in musiv gave mo 
a trumpet. From then on I played by ear 
until I same to New Orleans to study music 
under Prof. Manuel Manetta of Algiers. 

First engagement was at the Moran Club 
in Reserve, the band being able to play 
only three numbers, and using a bass violin 
made from a wood box. Edmond Hall 
was the clarinetist. I have played with such 
bands as The Red Caps, Jack Carey, 
and Niles, advertising for Niles medicine. 

In New Orleans I organized my own band, 
played Mardi Gras parades and such 
hotels as the St. Charles, Jung, 


AM LP 646 (A): 

LOUIS DELISLE's BAND 
Charles Love (tp), Louis Nelson (tb), 
Louis Delisle (cl), Johnny St. Cyr (g), 
Austin Young (b), Ernest Rogers (dm). 
Recorded in Louis Nelson’s Home, 
July 19th, 1949. 


and Monteleone; also many French Quarter 
night spots, and Lee’s Pavilion, 

Turtle Back and Hope Halls in Algiers. 


AM LP 646 (B): 
WOODEN JOE’s BAND 


The singer, Creole George Guesnon 
(New Orleans 1907) has composed and 
recorded dozens of blues. After starting 
his musical career on a toy ukulele 
he developed into one of New Orleans' 
finest banjo and guitar players and worked 
with Punch, Big Eye, Lee Collins, 

Sam Morgan and Celestin. 

Notes from American Music LP 646: 

"The heart of this man has warmed ten 
thousand, thousand nights for all the world", 
Alan Lomax wrote in nis wonderful 
interview with Big Eye Louis in the book 
Mr. Jelly Roll. He has been called the first 
great hot clarinetist. Certainly he was 
one of tho pioneers who set the modern 
clarinet style. He took the coolly calculated 
legitimate Creole clarinet style and made 
of it a breathing, living, expressive voice. 
Louis himself explained it by saying, 


Wooden Joe Nicholas (tp), Louis Nelson 
(tb), Louis Delisle (cl), Louis Keppard 
(g, vo), Albert Glenny (b), Albert Giles (dm). 
Recorded in Joe Nicholas’ Home, 

July 6th, 1949. 


"Shove in some crying where ever you get 
the chance. You’ve got to play with 
the heart.” Every New Orleans clarinetist 
who followed Big Eye has shown his 
influence. Sidney Bechet was an actual 
pupil. Johnny Dodds and Jimmie Noone 
always acknowledged Big Eye as their chief 
inspiration. Big Eye Louis perhaps never 
played with the intense passion of Dodds 
nor the sweeping impetuosity of Bechet, 
but under his outward reserve and 
dignity there was an abundance 
of warmth and emotion. 

In July 1949, about three weeks before 
his death, Louis Delisle led his augmented 
Luthgens Club Orchestra in a recording 
session at Dr. Nelson’s home on Touro St. 
He had been refused permission to record 
in the dump whore he had played 
for years. Naturally the trombonist was 
"Dr. Nelson's Son’ , os Bunk always called 
him, to distinguish trombonist Louis Nelson 
from Big Eye Louis Nelson. Since his 
regular pianist could not bo used, Louis 




(“) previously unissued. 

Omitted from AM LP 642: 

Careless Love. 

Sweet Georgia Brown. 

(These we hope to include in a future LP 
of AM-material). 

Omitted from AM LP 646: 

Basin Street Blues. 

(This title appears on SLP 203: 

Echoes From New Orleans, Vol. 1). 


chose Johnny St. Cyr and Austin Young 
to round out the rhythm section. 

The B-Flat Blues and Holler Blues were 
recorded at a rehearsal one eve 
in Wooden Joe Nicholas’ home. Here 
the rhythm section was composed of 
Louis Keppard (Freddie’s brother), guitar; 
Albert Glenny, bass; Albert Giles, drums; 
and of course Wooden Joe played trumpet. 
When the rehearsal was over Keppard 
asked the band to play one more tune 
for him, and he sang the vocal 
in You Made Me What I Am Today, 

I Hope You're Satisfied. 


The above notes by William Russell 
were taken from the original American 
Music sleeves LP 642 and 646. 
American Music Masters- 
Recorded by William Russell. 

Design: Peter Wandrey, Hamburg. 
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Listen 
some more 


to 

Jim Cullums 

Happy jazz 




playin’ hooky 
Westmoreland weave 
savoy blues 
all my love 
kansas city stomps 
wherever there’s love 
high society 
winin’ boy blues 


Audiophile Records, Inc. 

P.O.Box 66, San Antonio, Texas 78291 
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SWING THAT MUSIC 
EVNTIDE 

THE SKELETON IN THE CLOSET 

STRUTTIN' WITH SOME BARBECUE 

YOU’RE A LUCKY GUY 

HEYLAWDY MAMA 

THANKFUL 

LYIN’ TO MYSELF 

JUBILEE 

I DOUBLE DARE YOU 
ITS WONDERFUL 

EVRYTHING’S BEEN DONE BEFORE 
GROOVIN’ 

THANKS A MILLION 


Louis Armstrong: 

KAIEH ITEMS 

<1935 * 1944 ) 



LOUISARMSTRONG: Rare Items 

( 1935 - 1944 ) 

LOUISARMSTRONG 

AND HIS ORCHESTRA 


Side One 

1. THANKS A MILLION* (2:37-ASCAP) 

2. LYIN’ TO MYSELF* (3:08-ASCAP) 

3. EV'NTIDE* (2:49— ASCAP) 

4. SWING THAT MUSIC* (2:4S-BMJ) 

5. THANKFUL* (2:55-ASCAP) 

6. THE SKELETON IN THE CLOSET (3:05-ASCAP) 
With Jimmy Dorsey And His Orchestra 


7. JUBILEE* (2:37— ASCAP) 


Arthur Johnston-Gus Kahn 
Hoagy Carmichael 
Hoagy Carmichael 
Horace Gerlach-Louis Armstrong 
Sammy Cahn-Saul Chaplin 
Arthur Johnston- 
Johnny Burke 
Hoagy Carmichael-Stanley Adams 


Side Two 

1.STRUTTIN' WITH SOME BARBECUE (2:54-ASCAP) L. H. Armstrong 

2. 1 DOUBLE DARE YOU* (2:55-ASCAP) Terry Shand-Jimmy Eaton 

3. IT’S WONDERFUL* (2:37-ASCAP) Mitchell Parish-Stuff Smith- 

Cameron Salter Wells 

4. YOU'RE A LUCKY GUY* (3:12— ASCAP) Sammy Cahn-Saul Chaplin 

5. EV'RYTHING’S BEEN DONE BEFORE* (3:02-ASCAP) Harold Adamson- 

Edwin Knopf-Jack King 

6. HEY LAWDY MAMA* (2:56-ASCAP) Easton 

7. GROOVIN’ (2:47— ASCAP) Ted McRae-Frank Brown-R. I. O’Nan 

'Vocal Chorus By Louis Armstrong 
Collator: Stanley Dance 
Under Supervision Of Milt Gabler 


Side One: 

THANKS A MILLION (A) 

LYIN’ TO MYSELF (B) 

EV'NTIDE (B) 

SWING THAT MUSIC (B) 

THANKFUL (B) 

THE SKELETON IN THE CLOSET (C) 
JUBILEE (D) 


Side Two: 

STRUTTIN' WITH SOME BARBECUE (D) 
I DOUBLE DARE YOU (E) 

IT'S WONDERFUL (F) 

YOU’RE A LUCKY GUY (G) 
EV'RYTHING'S BEEN DONE BEFORE (H) 
HEY LAWDY MAMA (I) 

GROOVING (J) 


(A) Louis Armstrong, trumpet and vocal; Leonard Davis, Gus Aiken, 
Louis Bacon, trumpets; Henry White, Jimmy Archey, trombones; Henry 
Jones, Charlie Holmes, alto saxophones; Bingie Madison, clarinet and 
tenor saxophone; Greely Walton, tenor saxophone; Luis Russell, piano; 
Lee Blair, guitar; Pops Foster, bass; Paul Barbarin, drums. New York, 
19 December, 1935. 

(B) As (A), Leo “Snub” Mosely, trombone, replaces White. New York, 

11 May, 1936. 

(C) Louis Armstrong, trumpet and vocal, with Jimmy Dorsey and His 
Orchestra: George Thow, Toots Camarata, trumpets; Bobby Byrne, 
Joe Yukl, Don Mattison, trombones; Jimmy Dorsey, clarinet and alto 
saxophone; Jack Stacy, alto saxophone; Skeets Herfurt, Fud Living- 
ston, tenor saxophones; Bobby Van Eps, piano; Roscoe “Rock” Hill- 
man, guitar; Jim Taft, bass; Ray McKinley, drums. Los Angeles, 7 
August, 1936. 

(D) Louis Armstrong, trumpet and vocal; Shelton “Scad” Hemphill, 
Henry "Red” Allen, Louis Bacon, trumpets; Wilbur De Paris, George 
Washington, J. C. Higginbotham, trombones; Pete Clark, Charlie 
Holmes, alto saxophones; Bingie Madison, clarinet and tenor saxo- 
phone; Albert Nicholas, tenor saxophone; Luis Russell, piano; Lee 
Blair, guitar; Pops Foster, bass; Paul Barbarin, drums. Los Angeles, 

12 January, 1938. 

(E) As (D), same date, Red Callender, bass, replaces Foster. 

(F) As CD), New York, 18 May, 1938. 

(G) Louis Armstrong, trumpet and vocal; Shelton "Scad” Hemphill, 
Henry “Red” Allen, Bernard Flood, trumpets; Wiibur De Paris, George 
Washington, J. C. Higginbotham, trombones; Rupert Cole, Charlie 
Holmes, alto saxophones; Bingie Madison, clarinet and tenor saxo- 
phone; Joe Garland, tenor saxophone; Luis Russell, piano; Lee Blair, 
guitar; Pops Foster, bass; Sidney Catlett, drums. New York, 18 Decem- 
ber. 1939. 

(H| Louis Armstrong, trumpet and vocal; George Washington, trom- 
bone; Prince Robinson, clarinet; Luis Russell, piano; Lawrence Lucie, 
guitar; John Williams, bass; Sidney Catlett, drums. New York, 10 
March, 1941. 

(I) As (H), Robinson also plays tenor saxophone. New York, 11 April, 
1941. 

(J> Louis Armstrong, Jesse Brown, Thomas Grider, Andy “Fats" Ford, 
Lester Currant, trumpets; Taswell Baird, Adam Martin, Larry Ander- 
son, trombones; John Brown, Willard Brown, alto saxophones; Ted 
McRae, Dexter Gordon, tenor saxophones; Ernest Thompson, bari- 
tone saxophone; Ed Swanston, piano; Emmet Slay, guitar; Alfred 
Moore, bass; James Harris, drums. Los Angeles, 9 August, 1944. 


This album contains some of the greatest recordings Louis Armstrong 
has made . . . and wc all know that Louis Armstrong is the greatest of all 
jazz musicians — indeed, one of the foremost artists of our century. It 
ought to be sufficient just to say that, and let the music speak for itself. 
But the fact that none of the selections in this album have been previously 
available on LP in this country (most of them have been collector’s items 
for a quarter century or more), and that they arc not among those usually 
cited by jazz authorities as Louis' best, requires some further comment. 

It is one of the many peculiarities of jazz criticism that Louis' work 
with small groups (his pioneering Hot Five and Hot Seven from 1925 to 
1928, and his post- 1947 All Stars) has received the highest praise, while 
his work with big bands during the intervening years has been neglected, 
nit-picked, or slighted. By the critics and historians, that is. Musicians and 
dyed-in-the-wool Armstrong devotees, on the other hand, more often than 
not will cite examples of Louis’ big band work when asked about their 
favorites. It would be hard to imagine two more different trumpet stylists 
than Bobby Hackett and Maynard Ferguson, yet both of them have named 
the version of Strutting With Some Barbecue included in this album as 
their first choice among Louis' records -and small wonder. It is a master- 
piece, far surpassing the earlier Hot Five version of the tunc. 

The trumpet players, of course, were concerned with Louis' playing, 
whereas the critics are always more concerned with such matters as the 
superiority of small-group collective improvisation over the soloist-with- 
big-band concept. Yet the fact of the matter is that a big band was the best 
backdrop conceivable for the singular and matchless virtuosity of the 
Armstrong trumpet in its "middle period.” A full band, with appropriate 
arrangements especially designed for the purpose, set off his playing and 
singing more dramatically than a small group could have — and there is no 
sound in jazz more thrilling than the Armstrong trumpet soaring above 
the full-bodied textures of a large ensemble. (Did I say "in jazz"? It is 
one of the most thrilling sounds in music.) 

All this is not meant to take away from Louis’ small-group work — the 
kick of hearing him lead a traditional "front line" as only he can, or the 
beauty of his horn or voice just by itself -but the perspective needs 
straightening. 

The masterpieces in this album — in my opinion, Barbecue, Jubilee, The 
Skeleton In The Closet, Ev'ntide, and the fantastic Swing That Music — 
stand as unique performances in the history of jazz. They are a kind of 
miniature concerti for trumpet (and sometimes also voice) and orchestra, 
but miniature only in size; the conception is grand. 

Here we can enjoy to the fullest Louis’ fabulous command of his horn, 
matched with his genius as an improviser and his gift for melodic exposi- 
tion. No matter how slight the basic material (or no matter how good, and 
there are good tunes here), Louis transforms it, lifts it to the highest musi- 
cal level. 

It has been said that the Armstrong big bands were usually unworthy of 
his talent, that they were frequently not in tune, that the arrangements 
were often unimaginative, and that the “pop tunes" which comprised the 
bulk of his big band material were inferior to the New Orleans classics, 
and “true" jazz pieces in general. There is some truth in these contentions, 
but not much, and what there is matters very little. The big bands Louis 
led always included fine musicians, as a glance at the personnel listings 
will bear out. (His rhythm sections were always first-class.) But there were 
also lesser lights. Louis always kept a busy schedule of work, and not 
every musician was prepared to do constant traveling. More significantly, 
Louis so overshadowed other soloists that there was little featuring of 
other players in the band (on record, that is; in person, the band would 
play for dancing or listening to warm up the audience before Louis 
appeared). 

Sometimes the bands were out of tune, and some of the best jazz bands 
in history have also been guilty of this. Often, there was little time to re- 
hearse material introduced at record dates; just as often, the time and 
place were practical but not ideal from the band's point of view. Today, 
much time is spent in preparation of record dates; in the golden age of 
jazz, when musicians worked much harder on the road, a date was 
squeezed in when the band was available. For the same reasons, the 
arrangements were not always well crafted or inventive. But they always 
gave Louis plenty of elbow room, and that was their main function. 
Again, the problem was a unique one— more than any other big jazz 
bands, Louis’, were there to back up one man, and some arrangers failed 
to see the challenge in this. 

But there are superior arrangements in this album-notably those by 
Chappie Willet for Barbecue and Jubilee. And in the late Shelton Hemp- 
hill, Louis had one of the best lead trumpeters in the business. Ironically, 
the same critics who complain about "ragged" bands where Louis is 
concerned arc quite willing to accept the sloppiest playing if the context 
is traditional or avant-garde. 

As for the material, there are pop tunes that are very fine— even little- 
known ones— and in Louis’ repertoire there were quite a few written espe- 
cially for him, such as Hoagy Carmichael’s lovely Ev'ntide, and the same 
composer’s Jubilee and Lyin’ To Myself. And Louis himself contributed 
some choice items, among them Swing That Music. 

Besides, it is just plain snobbishness to criticize jazz musicians for using 
popular material. Would they’d do it more ... it is perhaps no coincidence 
that the greatest public acceptance of jazz came at a time when jazz musi- 
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cians were playing more popular tunes than before or since. 

Well, enough preaching. Now to a few words about the recordings. 

Thanks A Million (from the long-forgotten movie of the same name, 
which incidentally featured Paul Whiteman’s orchestra) opens with Louis' 
trumpet in warm and mellow middle register; then, an effortless climb 
to the top, a lovely vocal chorus, and an unusually straight conclusion 
and coda. 

Lyin’ To Myself is a wonderful performance, from start to finish. The 
tempo is relaxed, and Louis swings to the utmost in everything he does. 

What poise there is in his playing and singing! Dig his break at the con- 
clusion of the vocal, and his superbly timed re-entry on trumpet. The 
elaborate and beautiful cadenza is in the great tradition of classical 
concerti and grand opera. 

Ev’ntide is made to order for Louis. No one else, to my knowledge, has 
played or sung this piece, though it is lovely . . . perhaps nobody dared 
to follow the master. You will never tire of this romantic tour de force. 

Swing That Music is a fantasy for trumpet. The tune, like so many 
great jazz pieces, is simple. The tempo is way up, and stays there, not 
least due to Pops Foster’s magnificent bass playing. (By today’s stand- 
ards of virtuosic bass displays, Foster may seem simple, but what a beat 
he lays down.) There are eight choruses: first the ensemble, then a happy 
Louis vocal (this was also the title of his autobiography, published the 
same year), then an intricate and well-executed saxophone section chorus, 
and then four trumpet choruses, starting with a stark exposition of the 
melody, building through some fabulous improvising to a conclusion 
fashioned entirely of perfectly placed high notes. (To my knowledge, no 
trumpeter has ever equalled this, and none ever will. 

Thankful brings us a bit further down to earth again. Louis’ lovely 
singing holds the spotlight here; his voice is unusually well recorded, 
and it bathes the listener in a warm glow. His trumpet sings, too. 

The Skeleton In The Closet was a novelty feature for Louis in his 
first big-time movie, "Pennies From Heaven," which also starred Bing 
Crosby and the Jimmy Dorsey band. There isn’t much to the song, but 
Louis invests the vocal segment with his vibrant personality, and then, 
after a band interlude, transforms the slight melody with his trumpet 
and imagination into a flight of lyricism perfect in structure and pro- 
foundly moving. The masterly cadenza is pure Armstrong. 

Jubilee keeps up the pace. This, too, is from a movie— Mae West's 
"Every Day’s A Holiday." It is a parade number, and Louis puts his 
best New Orleans foot forward for the march. Barbarin’s drumming is 
very good here (another New Orleans man); in fact, the band is at its 
best throughout, and the arrangement has musical substance. Louis 
struts and soars and sets off a string of Roman candles. 

Struttin’ With Some Barbecue is a 1927 Armstrong classic revisited. 

This, again, is a superior arrangement. Louis leads the opening chorus 
and the tricky interlude by the trumpet section. Bingie Madison’s clari- 
net solo is soon followed by some excellent Charlie Holmes' alto which 
concludes with a break that sets up Louis in fine style. After a mag- 
nificent exposition of the melody, Louis creates a chorus that is perhaps 
his greatest on record— certainly one of the greatest. 

/ Double Dare You, a nice tune, has a charming vocal (Louis throws 
in a "hot mama”) and fine Higginbotham trombone, as well as a spot of 
better than usual Madison tenor. Then Louis takes it out on the trumpet 
over rifling from the band. 

It’s Wonderful, (not to be confused with Gershwin’s Wonderful ) was 
penned by the great jazz violinist Stuff Smith. A pretty melody it is, and 
Louis, vocally and instrumentally, is very relaxed. The tenor is again by 
Madison. 

You're A Lucky Guy, from the 6th edition of the “Cotton Club Parade," 
was also recorded by Billie Holiday (she did It's Wonderful, too) and their 
vocals have much in common. Louis is in fine form on the trumpet, too, 
and the band is in a Jimmie Lunceford groove. Big Sid Catlett was an 
ideal drummer for Louis; note how he supports him in the last trumpet 
chorus before the vocal reprise. Higgy takes a meaty trombone break. 

Ev’rything’s Been Done Before and Hey Lawdy Mama are small-group 
performances, made with members of Louis’ 1941 big band. They are 
extremely relaxed and easeful. The opening chorus of Ev’rything is played 
with a straight mute (the only kind Louis uses). The vocal is touching and 
masterfully phrased. Mama is a blues that was quite popular at the time, 
and Louis sings it with gentle humor. Lucie’s guitar, Russell's piano, and 
Washington’s trombone all have solo spots before Pops takes it out. 

Groovin’ is issued here for the first time anywhere. It is the only 
instrumental from a 1944 session which remained in Decca’s vaults. The 
lineup of the band is entirely new; not one of the old faces remains in this 
war-time edition, which includes Dexter Gordon in his recording baptism 
(no solo, though— Ted McRae, the band’s musical director, takes the tenor 
spot). The tune and arrangement are both typical of late swing-era style. 

Louis sounds as modern as always; his conception never dates, and fits 
any surrounding. There is plenty of his trumpet here, and Milt Gabler, 
who supervised the session (his first of many with Louis) is to be thanked 
for bringing it to the light of day and filling a gap in the Armstrong saga. 

I envy those who will hear the masterpieces on this album for the first 
time. But maybe not; having lived with them for many years, I can 
testify that the magic doesn't fade. 

Dan Morgenstern 


Decca Stereo Rocords Can Bo Satoly Played On Today's Monaural Phonographs To The Maximum Sound Capa- 
bilities OJ Your Equipment, Yet Will Reveal Full Steroo Listening Quality Whon Played On Storeo Phonographs. 

DECCA RECORDS, A Division of MCA Inc., New York, N.Y., USA 
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SCOTT JOPLIN 

(1868-1917) 

PIANO R ms 

JOSHUA RIFKIN. piano 


Side One (1G:01) 

1. Maple Leaf Rag (1899) (3:13) 

2. The Entertainer (1902) (4:58) 

3. The Ragtime Dance (1908) (3:13) 

4. Gladiolus Rag (1907) (4:24) 

Side Two (17:00) 

1. Fig Leaf Rag (1908) (4:36) 

2. Scott Joplin's New Rag (1912) (3:07) 

3. Euphonic Sounds (1909) (3:53) 

4. Magnetic Rag (1914) (5:11) 
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Late in the 1890s, a craze for a new kind of music called ragtime 
swept over America. The instant popularity of ragtime increased 
with the advent of the new century, thrilling some observers of 
American culture, alarming others. By 1910, the mania had 
reached its peak and a decline set in, and the outbreak of the 
First World War signaled the end of the ragtime era. Elements of 
the music, however, remained alive in jazz and in popular dance, 
theater, and movie music, and traces of ragtime remain in Amer- 
ican vernacular music of our own day. 

The ultimate diffusion of ragtime mirrored its origins. Nurtured 
primarily by a large corps of itinerant black pianists in the Mid- 
west, ragtime synthesized diverse musical strands -marching- 
band music, Euro-American dances such as the polka, quadrille, 
and schottisch, sentimental songs, salon music-binding them to- 
gether with the vital syncopated rhythms indigenous to black 
music in Africa, the Caribbean, and the United States. The first 
published rag came from the pen of a white imitator-bandmaster 
William H. Krell; whose Mississippi Rag of 1897 nevertheless 
reveals a close study of the true creators of this music -but black 
composers soon made their way into print as well and received 
much of their rightful due. 

Ragtime grew up in cafes, saloons, and what the period referred 
to as sporting houses. The Midwest of the '90s retained much of 
its frontier origins, and the flourishing tenderloins provided a 
haven for the early ragtime pianists, whose music hovered just 
below the border of respectability. To some, however, ragtime 
meant more than merely the sonic tapestry of the red-light district 
or a showplace for keyboard prowess: they saw the possibility of 
its escaping from its environment and becoming a medium of 
serious composition. None maintained this vision of a highly 
evolved, "classic" ragtime with greater devotion than a young 
black musician named Scott Joplin. Through ceaseless labor and 
considerable genius, he succeeded in transforming the rough 
vibrancy of his forebears into a subtle and polished art. 

Scott Joplin was born in Texarkana, Texas on November 24, 
1868. Most of his family played an instrument or sang, and Scott 
became fascinated with the piano at an early age. His father 
pieced together the money to buy him an old square grand, which 
the boy taught himself to play with considerable proficiency. By 
the time he reached the age of eleven, word of young Joplin's 
prowess reached the white community and aroused the interest 
of an old German music teacher, who took him as a pupil. 

In his early teens, Joplin left home in the hope of finding his 
fortune through music. From 1885 to 1893, he lived in St. Louis, 
playing in local honky-tonks and in those of nearby towns. He 
then went to Chicago as one of the mass of musicians who con- 
verged upon the World's Columbian Exposition seeking employ- 
ment among the bustling entertainments that sprang up around 
the fair. In 1894, Joplin settled briefly in Sedalia, Missouri, where 
he played second cornet in the Queen City Concert Band, a group 
whose repertoire included marches, popular songs, and transcrip- 
tions of opera overtures. During the next two years, he toured 
extensively with a vocal ensemble that he had formed and made 
his first efforts at written composition, some of which he pub- 
lished-a pair of waltz songs and three descriptive piano pieces 
with such titles as The Great Crush Collision March. ’ When 
Joplin’s vocal group dissolved in 1896, he returned to Sedalia and 
remained there until the turn of the century. 

Joplin's second stay in Sedalia marked the crucial turning point 
of his career. Encouraged by friends, he studied music at George 
Smith College, an educational institution for blacks sponsored 
by the Methodist church. He worked at translating the elusive 
rhythms of ragtime into musical notation and continued to refine 
his creative imagination. Accepted by "respectable” society, 
Joplin also dominated the twilight world where ragtime had its 
home: as his friend and protege Arthur Marshall once recalled, 
"Rags were played in Sedalia before Scott Joplin settled there, but 
he got to making them really go." The best pianists flocked to Will 
and Walker Williams's Maple Leaf Club, which Joplin immortal- 
ized in the title of his first composed rag. The Maple Leaf Rag 
quickly became a favorite in Sedalia, but Joplin had difficulty 
getting it published. A local firm turned it down, as did a St. Louis 
house which nevertheless bought Joplin's Original Rags. In 1899, 
however, Joseph Stark, a Sedalia music dealer and publisher, 
heard the Maple Leaf Rag and decided to bring it out. Its instant, 
resounding success throughout the nation fulfilled a prophecy that 
Joplin once made to Arthur Marshall: “Arthur, the Maple Loaf 
will make me King of Ragtime Composers." 

The Maple Leaf Rag altered the fortunes of its composer and its 
publisher. Stark, almost sixty years old, moved to St. Louis and 


set up an expanded publishing enterprise. Joplin, who had re- 
cently married, followed shortly thereafter. Despite the barriers 
of color and age. the two men maintained an unusually sympa- 
thetic relationship; Stark's daughter Nelly, a rising concert pianist, 
held Joplin in particular esteem. Prosperous from his royalties, 
Joplin retired from the hectic world of ragtime pianism and bought 
a large house where he concentrated on composing and teaching. 
While rags continued to flow from his pen, he turned his sights to 
larger horizons. In 1902, he completed the Rag Time Dance, a folk 
ballet based on material composed three years earlier; soon after- 
ward came a ragtime opera entitled A Guest of Honor. Neither 
project met with much success. Stark's publication of the Rag 
Time Dance-undertaken largely at the urging of his daughter - 
was a commercial failure, and the opera never made its way into 
print: it has since disappeared. Personal problems also began to 
afflict Joplin. A baby daughter died only a few months after birth, 
and relations with his wife, who had little interest in music, be- 
came increasingly strained, leading ultimately to a separation. 

In 1906, following the break with his wife, Joplin moved briefly 
to Chicago. He returned to St. Louis before the end of the year but 
left again for New York late in 1907. Stark had moved there two 
years before. Joplin once more hit the entertainment circuit; he 
composed in hotels and rooming houses, and attempted to win 
favor for his newer, more complex rags, which could not expect 
the ready acclaim of Maple Leaf. He remarried happily in 1909 (his 
first wife had died before he came to New York) and the couple 
eventually settled into a house on West 47th Street, from which 
they later moved uptown to Harlem. Joplin devoted most of his 
energies to the creation of another opera, Treemonisha, which he 
completed in 1911. Once again, he had little luck with his larger 
dreams. The declining popularity of ragtime had led to a break 
with Stark over financial matters, and Joplin could not interest 
any other publisher in the opera. He subsidized the printing of a 
vocal score out of his own pocket, then worked three years on the 
orchestration and sought to put together a performance, to test 
public reaction and attract financial backing. The presentation, at 
Joplin's expense, took place in 1915, without scenery or orchestra, 
and it made no impression on the audience. 

The disaster of Treemonisha dealt a mortal blow to the com- 
poser's spirit. Changes in his personality had already begun to 
disturb his wife and friends. His quiet, level temperament became 
unpredictable, his behavior tense, suspicious, increasingly moody. 
His skill at the piano declined seriously. After the debacle, the 
pace of disintegration increased, until Joplin had to be taken to 
Manhattan State Hospital in the fall of 1916. Even there, he con- 
tinued to compose during occasional lucid moments, feverishly 
sketching and revising. But Joplin never recovered, and he died in 
the hospital on April 1, 1917. 

The sensitive, introspective features revealed by portraits of 
Joplin perfectly reflect the character of his music. A pervasive 
sense of lyricism infuses his work, and even at his most high- 
spirited, he cannot repress a hint of melancholy or adversity. Ac- 
counts of his piano playing stress his smooth legato, singing tone, 
and subtle sense of rhythm. He had little in common with the fast 
and flashy school of ragtime that grew up after him, and which 
still represents the exclusive connotation of ragtime to most peo- 
ple. Several of his pieces bear the following admonition: "Notice. 
Do not play this piece fast. It is never right to play 'Ragtime' fast." 

In Joplin's hands, the flowing syncopated treble — the so-called 
"ragged time"- and steady bass typical of ragtime take on rare 
suppleness: he turns melodic lines into delicate contrapuntal fili- 
gree and strengthens the linear interest of the bass. Formally, most 
of his pieces follow the customnry ragtime layout -a pair of con- 
trasting strains, each repeated, followed by a return of the first, 
then a new section consisting of one or two repeated strains, 
usually in the subdominant. (Only The Ragtime Dance, evidently 
a series of keyboard excerpts from Joplin's unsuccessful ballet, 
departs significantly from this model.) As early as the Maple Leaf 
Rag and The Entertainer, however, Joplin shows a tendency to 
round out the form by returning to the home key. In some later 
rags, such as Euphonic Sounds and Scott Joplin's New Rog, the re- 
appearance of the originnl theme at the close creates a rondo-like 
structure. Mugnotic Rag, whose unfolding calls to mind a proces- 
sion of tableaux, has a return of the opening strain at the end but 
not in the middle. Joplin stabilizes the form by means of a careful 
tonal design: in the overall scheme ABCDA, the outer A sections 
and the central C section stand in the tonic, while the intervening 
parts shift to the relative and parallel minor respectively. 

Joplin's music became more complex ns his enreer progressed. 
One may compare, for instance, the openings of Maple Leaf Rag 


and Gladiolus Rag. Both follow the same structural pattern, but 
the increased registral and harmonic subtlety of the later work 
demonstrate how much Joplin refined his art within the few years 
that separate the two rags. Throughout the first decade of the 
century, his harmonies grow bolder-as in the penultimate strain 
of Gladiolus, the final section of Fig Leaf, and all of the remark- 
able Euphonic Sounds -and the keyboard writing fuller and more 
demanding. The experimentation and searching achieve their frui- 
tion in Scott Joplin's New Rag. with its fluid harmonies and un- 
mistakable undercurrent of bitterness, and in Magnetic Rag. the 
last piece that Joplin completed. Subtitled Syncopations dus- 
siques, this valedictory work synthesizes the diverse facets of 
Joplin's imagination, paying tribute, in its middle sections, to the 
transplanted Middle-European dance music that influenced early 
ragtime pianists, the upcoming world of jazz, and the European 
masters whom Joplin sought to emulate. Its short coda seems like 
a farewell, as if he knew how brief and bleak was the time still 
allotted him. 

The awakening of interest in black culture and history during 
the last decade has not yet resurrected Joplin and his contempo- 
raries, who remain barely known beyond a growing coterie of rag- 
time devotees. Yet it offers a perfect opportunity to discover the 
beauties of his music and accord him the honor that he deserves. 

JOSHUA RIFKIN 



Joshua Rifkin was born in New York in J944. His teachers in- 
cluded David Labovitz in piano, and Vincent Persichetti and 
Karlheinz Stockhausen in composition. He holds degrees In com- 
position from the Juilliard School of Music and in musicology 
from Princetoii- University: he has also studied at New York 
University. In Europe, he attended the International Vacation 
Courses for New Music in Darmstadt, and Gottingen University as 
a Fulbright Scholar. His music has been performed in America 
and abroad. 

In recordings for Nonesuch, Rifkin has conducted repertoire 
ranging from the 15th century to the 20th. Recordings for Elektra 
include The Baroque Beatles Book and numerous arrangements 
for Judy Collins, among them those on her album IVildfiowers. He 
has been Musical Director of Nonesuch Records and recently 
joined the faculty of Brandeis University. 

Joshua Rifkin began to play ragtime and classic jazz at the age 
of ten: before he was thirteen, his playing won the approval of 
several survivors of the early New Orleans and Chicago jazz 
worlds. His initial recording for Elektra was as a member of the 
Even Dozen Jug Band, and he has maintained his involvement 
with jazz and rag music through occasional appearances as a 
performer. 


The production of this record -and, in particular, the writing of 
these notes -would have been impossible without the goldmine of 
information contained in Rudi Blesh and Harriet Janis's They All 
Played Ragtime (rev. ed„ New York: Oak Publications, 1966). 1 
also wish to record my indebtedness to the excellent brief discus- 
sion of ragtime in li. Wiley Hitchcock's Music in the United 
States: A Historical Introduction (Englewood Cliffs, N.).: Prentice 
Hall, 1969). - J. R. 
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HAPPY JAZZ: 
THE FIRST 
TEN YEARS 

A two record set. 
Containing the tenth and latest 
of the annual releases of 
Jim Cullum's Happy Jazz. 
And a re-issue of Vol I, 
The Happy Jazz Band, 
released ten years ago. 
Affording the listener 
a progress report on 
the Cullum brand 
of Happy Jazz. 
Yeahhhhhhh. 


HAPPY JAZZ VOLUME 1 
RE-ISSUE — AP115 


SIDE ONE 

Cake Walking Babies From Home, 2:35 
Ole Miss, 3:28 
Riverboat Shuffle, 3:52 
Original Jelly Roll Blues, 3:40 
Just A Closer Walk With Thee, 4:28 

SIDE TWO 
Copenhagen, 3:50 
Sweet Substitute, 3:35 
Ostrich Walk, 3:00 
Blues For B-flat Clarinet, 3:12 
Original Dixieland One-Step, 2:59 

PERSONNEL 
Jim Cullum Sr., Clarinet 
Gene McKinney, Trombone 
Jim Cullum, Jr., Cornet 
Benny Valfre. Banjo 
Cliff Brewton, Piano 
Willson Davis, Tuba 
Harvey Kindervater, Drums 


HAPPY JAZZ VOLUME 10 
AP116 

SIDE ONE 

Bourbon Street Parade, 4:34 
Aggravatin' Papa, 5:24 
Riverboat Shuffle, 4:05 
China Boy, 1:58 

SIDE TWO 

At The Jazz Band Ball, 2:38 
Willow Weep For Me, 4:43 
Rose of The Rio Grande, 2:46 
Sugar, 3:45 
l m Gonna Stomp Mr. Henry Lee, 2:54 

PERSONNEL 

Jim Cullum Sr., Clarinet and Baritone 

Gene McKinney, Trombone 

|im Cullum. |r.. Cornet 

Curly Williams. Banjo and Guitar 

Cliff Gillette. Piano 

Willson Davis, Tuba 

Harvey Kindervater, Drums 

Mark Hess, Piano and Trombone 




The world’s Greatest Jazzband 
Ol Yank Lawson & Bob Haggart 
Live At The Roosevelt Grill 


Jazz, live and vibrant, can be a two-way experience-a very wonderful, 
warm and wide-open two-way experience-when the joy of creating new 
and exciting music right on the spot, in person, is shared and often re- 
flected right back from those to whom it's blown to those who are doing 
the blowing. 

That's exactly what's happening on this record. For successive nights, 
Atlantic Records brought its recording equipment into the Roosevelt Grill 
to capture the sounds and the spirit of the World's Greatest Jazzband, 
and of the enthusiastic fans attracted to their honest, straight-ahead type 
of jazz. Then producer Nesuhi Ertegun and the leaders of the band listened 
to all the tapes, selected what they considered to have been the best 
of the nights' best blowings and-well. here they are! 

Why did Atlantic go to the Roosevelt Grill instead of bringing the band 
into its own studios? Because for the best jazz, for the best capturing of 
the most spontaneous of art forms, you go (and you'll have to pardon this 
corny cliche, but it really fits) where the action is. 

"You get a much greater feeling of excitement when you play live for 
people than you do in a studio," insists co-leader Yank Lawson. "There's 
more spirit and it holds up better, even if there are some minor goofs. At 
first we tried to overcome these by splicing takes together. But it wasn't 
the same. It didn't sound as honest. So we said to hell with it and we in- 
cluded only complete performances.” 

"There’s something lacking in excitement when you're recording in a 
studio,” agrees other co-leader and chief arranger Bob Haggart. “It may 
come out all slick and perfect without any clams, but it's never as relaxed. 
Playing for an audience, on the other hand, helps us relax and have a good 
time. It makes us want to enjoy ourselves the way they seem to be enjoy- 
ing us. Maybe that's why this whole record seemed so effortless to us. 
Instead of working on new arrangements of current tunes, the way we 
did on our other records, we just sat back and relaxed and played the 
things that we can play better than anyone else— and without even half 
trying.” 

These "things" are primarily standards in the literature of jazz. To the 
more initiated, they are familiar. To the less initiated, and this includes 
the vast majority of today's record buyers, they are, as Haggart points 
out "actually new tunes. They've never heard them before. You’d be 
amazed, when we play dates, how many young people, twenty-one years 
and less, come up to us and say, "You know, we've never heard anything 
like this live before.' And it's true. They haven’t-certainly not in person, 
anyway." 

Dick Gibson, the wealthy jazz enthusiast, who created The World's 
Greatest Jazzband with his savvy, money and enthusiasm and who con- 
tinues to serve as its God-father figure, sees its music as the single most 
important factor contributing to the over-all renaissance of jazz. "Sure," 
he admits, "some of the rock groups are now using bits of jazz here and 
there. But this is the real thing, the pure thing, the most honest kind, 
and it’s always there. And, as Haggart says, for most of today's kids this 
is something that’s completely new. Don't forget, too, that it’s being 
played by the only organized group of jazz stars like these in the whole 
world today.” 

Stars they are. And stars they have been for years. Haggart, Lawson 
and Billy Butterfield were leading lights in the famed Bob Crosby band. 
Yank also played for Tommy Dorsey and at Eddie Condon’s; Billy for Artie 
Shaw and Benny Goodman. Bud Freeman was a star with both Dorsey and 
Goodman, but even before that he had introduced a tenor sax style that, 
through the late Lester Young, who openly admired Bud's creativity, led 
the way to the modern, airy approach to tenor sax jazz. Lou McGarity is 
a Goodman alumnus, while both Vic Dickenson and Gus Johnson worked 
with, among others, Count Basie's great band. Ralph Sutton has long been 
acclaimed as the leading disciple of the James P. Johnson-Fats Waller 
school of stride piano. And Bob Wilber, who began as a devoted follower 
of the late Sidney Bechet, has developed into probably the most compleat 
clarinetist-saxophonist extant, his abilities far surpassing the alphabetical 
limitations of (Thelonious) Monk and Jelly Roll (Morton), both of whose 
music he plays so convincingly, 

Wilber, along with Sutton, is featured on the opening dixieland stand- 
ard, That's A Plenty, which as Lawson, who blows the powerful, booting 
lead on the ensembles, points out, "has been around ever since I've been 
a kid-at least!” 

Five Point Blues, written by Lawson, features his pungent horn. 
"We did this with the Crosby band," he recalls. "I brought it in for a 
recording date and Haggart wrote an arrangement right then and there, 
and we recorded it.” This version is different. There is no arrangement. 


"Just a sketch," notes Haggart. "so that we'd know where we were going." 
Yank's unerring sense of time prevails through the stop-time passages, as 
he plays without the support of a rhythm section. 

My Honey's Lovin’ Arms, another dixieland favorite, receives a 
pure head arrangement treatment-nothing written ahead of time. Both 
trumpeters take solos: first Yank, then Billy. "We also played this at 
Eddie Condon's,” Yank remembers. "It was Cutty Cutshall's (the trom- 
bonist’s) favorite. Only we used to call it 'Mahoney's Lovin' Arms'." 

Black And Blue, a melancholy ballad associated with Louis Armstrong 
and Fats Waller, serves as a duet for Lawson on trumpet and Butterfield 
(both worship Louis, by the way) on flugelhorn, which Billy plays with 
startling brilliancy. "We get a lot of requests for this," says Yank. "I 
don't know why.” To the discerning listener, the reason becomes pretty 
obvious: it's lovely jazz. 

That D Minor Thing, a fetching and humorous variation on the tra- 
ditional blues, spots Bud Freeman, who composed the blues line, first in 
duet with Bob Wilber, then as one of the three soloists. Bud's style is 
typically Freeman-like a laughing gazelle. Wilber’s mournful wails are 
reminiscent of Sidney Bechet; pianist Sutton’s tinkling gallops of James 
P. Johnson. According to Lawson, "This thing sometimes stretches out 
to ten minutes, with Haggart and Gus also taking solos." Not this time 
though. Not enough room. 

Royal Garden Blues, another jazz classic, may sound arranged, but 
it isn’t. "It’s sort of a standard routine," notes Lawson, "left over from 
the Bix Beiderbecke version." Putting in a plug for spontaneity and against 
one of his professions, Haggart adds, "We're playing this strictly from 
memory. There's no arrangement inflicted on this one." 

Side Two's opening, Come Back, Sweet Papa, also sounds as if it 
could have been arranged and also hasn’t been. An especially catchy 
tune (Haggart describes it as "a cornball little old song"), it was once 
recorded by the Crosby Bob Cats without the verse. “Bob Wilber remem- 
bered it and so we put it in," notes Lawson. "We started playing it at 
one of Gibson's jazz parties out in Colorado (that's where the band was 
first put together) and we’ve been playing it ever since.” The first trumpet 
solo is Billy’s; the second is Yank’s. 

Under The Moonlight Starlight Blue was written by drummer Gus 
Johnson, and is, as Haggart points out, "a Billy Strayhorn kind of melody, 
the kind he used to write for Johnny Hodges. We play it every night on 
the job and everybody gets out on the floor. It’s sort of the signal to 
start dancing. And every time we play it, Gus back there gets that rap- 
turous look all over his face." In addition to Wilber on sax, the perform- 
ance features Butterfield on open flugelhorn and Lawson on muted 
trumpet. 

Constantly was written by another member of the band, Vic Dicken- 
son, whose trombone, blown into a felt hat for the first chorus, and then 
open, with amazing tonal variations, is featured throughout. “Vic had 
been in the band just one day when we recorded this," points out Lawson, 
"we hardly knew the tune. Haggart wrote out the melody and the chords 
for us and we started to play it and this is what happened.” 

New Orleans is an entirely ad lib performance. "We always included 
this in one of the medleys we play for dancing," states Lawson. “This 
time, though, we routined the choruses as we went along. It was the first 
time we’d done it this way, and we haven't done it the same way since." 
"This way" includes an intriguing dialogue between Lawson (heard first) 
and Butterfield. 

The Jazz Me Blues invariably pops up whenever traditional jazz 
musicians get together. The routine, as Lawson points out, "is part of 
the tune itself. How good it sounds depends strictly on the individual 
musicians and how well they play together. It’s like the Green Bay Packers 
and a high school football team. They both play the same thing— football — 
and they both have eleven men. But there’s still quite some difference, 
isn’t there!" The musical breaks here are, in order by McGarity, Butter- 
field, Lawson, Freeman and Johnson, with solos from Wilber and Dickenson. 

There you have them: eleven stellar examples of The World's Greatest 
Jazzband, joyous, spontaneous-sounding jazz, blown by traditional jazz 
musicians in the Roosevelt Grill, a room steeped in its own tradition, 
where for years Guy Lombardo and his Royal Canadians ushered in each 
New Year with the playing of Auld Lang Syne. But times have changed 
and now in the seventies, with the World’s Greatest Jazzband the new. 
semi permanent residents of the Grill, perhaps we're coming into an 
era of the New Lang Syne. It could be a most welcome and a most happy 
one. For, as Bob Haggart puts it, "This is music everybody likes. What 
is there not to like?" GEORGE T. SIMON 

Author of The Big Bands 
published by The Macmillan Company 



SIDE ONE 

1. THAT’S A PLENTY 

(By Bert Williams & Henry Creamer; Jerry Vogel, ASCAP. Time: 3:29) 

2. FIVE POINT BLUES 

(By Yank Lawson; Bregman, Vocco & Conn. ASCAP. Time: 4:50) 

3. MY HONEY’S LOVIN’ ARMS 

(By Joseph Meyer & Herman Ruby; Mills, ASCAP. Time: 5:10) 

4. BLACK AND BLUE 

(By Andy Razaf. Thomas “Fats" Waller & Harry Brooks; Mills-Ann 
Rachel. ASCAP, Time: 3:25) 

5. THAT D MINOR THING 

(By Bud Freeman; World Jazz, ASCAP. Time: 4:07) 

6. ROYAL GARDEN BLUES 

(By Clarence Williams & Spencer Williams; Shapiro Bernstein, ASCAP. 
Time: 3:42) 


SIDE TWO 

1. COME BACK SWEET PAPA 

(By L.C. Russell & Paul Barbarin; MCA, ASCAP. Time: 5:30) 

2. UNDER THE MOONLIGHT 
STARLIGHT BLUE 

(By Gus Johnson, Jr.; World Jazz, ASCAP. Time: 4:10) 

3. CONSTANTLY 

(By Vic Dickenson: World Jazz. ASCAP. Time: 3:58) 

4. NEW ORLEANS 

(By Hoagy Carmichael: Southern. ASCAP. Time: 5:12) 

5. THE JAZZ ME BLUES 

(By Tom Delaney; B. Marks. BMI. Time: 4:37) 


The personnel is: Yank Lawson, trumpet: Billy Butterfield, trumpet 
& flugelhorn: Bob Wilber, clarinet & soprano sax: Bud Freeman, 
tenor sax: Vic Dickenson & Lou McGarity. trombones: Ralph 
Sutton, piano: Bob Haggart, bass: Gus Johnson, Jr., drums. 


Recorded live at the Roosevelt Grill. New York City on April 17th 
& 18th. 1970. 

Recording engineers: Phil lehle & Gene Paul 
Re mix editor: llhan Mimaroglu 
Re-mix engineer: Geoffrey Haslam 
Cover photo: Joel Brodsky 
Cover design: Ira Friedlander 
PRODUCED BY NESUHI ERTEGUN 
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with standards developed by the Recording Industry Association 
of America. Inc., a non-profit organization dedicated to the better- 
ment of recorded music and literature. 
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It was Old School at the New School— or you can go home again. 

Such a nice idea. Nobody thinks of things like this any more except Hank O’Neal, vvho 
figured it would be pleasant to ask these guys if they’d like to play together for an evening. 
No festival, no big deal. Just the boys getting together for a student audience. 

We sat around in a basement classroom, putting two sets together. A rousing opener, of 
course, but not too obvious a choice. (I Want to Be Happy.) Change of pacer; something 
from the old days. (Sugar) A solo feature with a tie to the past. (Soprano saxophone spot- 
light on Shim-Me-Sha- Wabble, recalling Tesch, Gene, Joe Sullivan and Eddie on their first 
trip to New York.) Along the way, a blues (of course), something unexpected (The Mooche ) 
and finally the blow-off (I Can ’t Believe). 

Yes, it has the feeling; that slightly grainy texture and the gently humid atmosphere of long- 
ago but only half-forgotten nights in a hundred joints and a dozen private parties and even 
record dates when you couldn’t blow over three minutes and thirty-one seconds, tops. 

For me, it brought back oranges and the Merritt Parkway. It was junior year, and Jerry King 
(a two-star admiral today, to the astonishment of all who knew him then as the owner of the 
second-best collection of Duke and Bix in New Haven- Marshall Stearns’s was always first) 
had a Ford roadster that I sometimes had to run alongside of so that Jerry could get up the 
hills on the way to Nick's, Ryan’s, the Famous Door, Kelly’s Stables, the Yacht Club, the 
Hickory House or the Savoy. 

Girls were not favorably impressed with being asked to step out of the car for a 100-yard jog 
(uphill, no less); something had to be done to offset this admitted handicap, so we devel- 
oped a fairly impressive sideshow, consisting of throwing an orange at least twenty feet 
ahead of the car and catching it as we sped along at 30, 35, and feven (depending on the 
steepness of the downgrade) sometimes 40. With Jerry pitching from the steering wheel and 
me catching in the rumble seat, we never lost but one orange, though eventually the girls 
gravitated to solider types. 

At this point, if you’re wondering what oranges on the Merritt Parkway have to do with the 
music, I must ask you to put Side One on again (provided you’ve listened to Two as well), 
and as Eddie Condon would say, pay attention, please. This music is roadsters and girls and 
cutting classes and oranges. 

Eddie Condon. Eddie didn’t play much that night, but he doesn’t have to. Eddie has always 
been a Presence. There haven't been many of them. But he’s a big one. I remember a set at 
Newport — the first one ever recorded there. It was raining and Eddie didn’t even take the 
porkchop out of the case, but the music is stamped CONDON nonetheless. 

And those other guys! With Louis and Muggsy gone, there is only Wild Bill, skipping and 
dancing a line with a light, airy swing that defies improvement; gutsy, punching tone that 
talks— talks angry, or cajoling, sentimental or tough, just when it should. Kenny Davern, 
born too late for the glory days but with all the knowledge and push and soaring sound (plus 
more technique) that Pee Wee and Tesch had, brings a new sound to the Chicago front line 
sound. You could say it’s how Tesch might have played soprano saxophone, but it’s really 
Kenny’s own. 

And Krupa. Gene Krupa. Just the name alone makes you know he’s somebody, one of a kind, 
even if you didn't know he was a giant. Gene’s greatness has always been that he listens, he 
fills, he moves, he builds, he ignites. Pee Wee used to say “You play with Gene, you’ve got 
to play better. He insists’.’ 

Dick Wellstood brings back the time when a pianist was a rhythm section unto himself. 
When Hank O’Neal called me about the concert, 1 asked “How about a bass player?’’ “The 
school doesn’t even have enough budget for the guys I’ve called’,’ said Hank, “but Wellstood 
will be there’.’ The line began with James P. Johnson and Fats Waller, and it ends with Well- 
stood. After Dick, there will be no more pianists who do it all, down to the trombone parts. 
There were two wonderful things about the evening, neither of which you can see on a 
record but you may feel them there. One was the joy the guys felt, not just playing together 
but knowing that it was essentially for their own kicks. The other was seeing the audience, 
filled with young people, happy and smiling and reacting to a music they could not have 
known much about. But they learned something before they left, and were glad. 

— George Avakian 


Personnel: 

Eddie Condon, Guitar 
Kenny Davern, Clarinet 
Wild Bill Davison, Cornet 
Gene Krupa, Drums 
Dick Wellstood, Piano 

a 

Produced By: Hank O'Neal in associa- 
tion with Composer’s 
Theater 

Cover Design: Leo Meiersdorff 
Recording: The New School Audio 
Engineering Class under 
the watchful supervision 
of Fred Miller 

o 

Chiaroscuro wishes to pay particular thanks to a 
number of individuals, other than the musicians 
involved, who helped make this concert possible. 
Of paramount importance was the effort of John 
Watts, Director of Composer’s Theater and Dean 
Allen Austill of the New School who made the 
concert possible in the first place. In addition we 
wish to thank George Avakian who provided in- 
valuable assistance in selecting the numbers 
played and generally encouraging everyone 
present, and Maggie Condon, who aided in 
almost every aspect of the production of this 
record. 


Side One 

1. I Want To Be Happy ( Yeomans-Caesar ) 

2. Sugar (Pinkard) 

3. Shim-Me-Sha-Wabble (Williams) 

4. Avalon (Rose-Sylva-Jolson) 


Side Two 

1. That Da Da Strain (Medina-Dowell) 

2. Blues In C (Condon el al) 

3. The Mooche (Ellington) 

4. 1 Can 't Believe That You ’re in Love 
With Me (Gaskill-McHugh) 

a 
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CFL 102-EVENINGS AT THE BALLET: SELEC- 
TIONS FROM THE NUTCRACKER SUITE, DAPH- 
NIS AND CHLOE, SAMSON AND DELILAH, ON 
THE TOWN BALLET MUSIC. GAYNE BALLET 
SUITE, PETROUCHKA. PRINCE IGOR: DANCES 
OF THE POLOVETZKI MAIDENS, others 

CFL 100 — THE SIX SYMPHONIES OF TCHAI- 
KOVSKY (complete) 

CFL 103-29 CLASSICS YOU SHOULD KNOW 
CAL 104— A TREASURY OF FAVORITE SYM- 
PHONIES: BEETHOVEN, BRAHMS, DVORAK, 
others 

CFL 101— THE HEART OF THE OPERA: SELEC- 
TIONS FROM CARMEN. FAUST. LA BOHEME, 
MADAMA BUTTERFLY, LOHENGRIN, TANN- 
FLAUSER, AIDA, others 

CFL 105 —MOZART ANNIVERSARY ALBUM 

CLASSICAL 

CAL 1 00 — TCHAIKOVSKY : NUTCRACKER 
SUITE 

SAINT-SAENS: CARNIVAL OF THE ANIMALS 
Warwick Symphony Orchestra 

CAL 1 16— ROSSINI: WILLIAM TELL OVERTURE 
TCHAIKOVSKY: 1812 OVERTURE Boston Pops 
Orchestra, Arthur Fiedler, Conductor 

CAL 104 — DVORAK: SYMPHONY NO. 5 IN 
E-MINOR (‘ NEW WORLD") The Philadelphia Or- 
chestra, Leopold Stokowski, Conductor 

CAL 103— BEETHOVEN: SYMPHONY NO. 5 IN 
C-MINOR London Philharmonic Orchestra, Serge 
Koussevitzky, Conductor 

CAL 102— BEETHOVEN: SYMPHONY NO. 3 IN 
E-FLAT ("EROICA") London Philharmonic Orches- 
tra, Serge Koussevitzky, Conductor 

CAL 196— BERNSTEIN CONDUCTS BERNSTEIN: 
"JEREMIAH" SYMPHONY, ON THE TOWN 
BALLET MUSIC, FACSIMILE 

CAL 1 0 1 — PROKOFIEFT: PETER AND THE WOLF 
Richard Hale, Narrator RICHARD STRAUSS: TILL 
EULENSPIEGEL’S MERRY PRANKS Boston Sym- 
phony Orchestra, Serge Koussevitzky, Conductor 

CAL 152— TCHAIKOVSKY: SYMPHONY NO. 6 
IN B-MINOR ("PATHETIQUE”) Star Symphony 
Orchestra 

CAL 1 17-GRIEG: PEER GYNT SUITE NO. 1 
Cromwell Symphony Orchestra GRIEG: PEER GYNT 
SUITE NO. 2 Indianapolis Symphony Orchestra, 
Fabien Sevitzky, Conductor 

CAL 202— RICHARD STRAUSS: DON QUIXOTE 
The Philadelphia Orchestra, Eugene Ormandy, Con- 
ductor; Emanuel Fcuermann, 'cello soloist 
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CAL 281— BERLIOZ: SYMPHONIE FANTAS- 
TIQUE, Op. 14 Paris Conservatory Orchestra, Bruno 
Walter, Conductor 

CAL 203— STRAVINSKY: PETROUCHKA SUITE 
BORODIN: PRINCE IGOR (DANCES OF THE 
POLOVETZKI MAIDENS) The Philadelphia Or- 
chestra, Leopold Stokowski, Conductor 
CAL 1 74-BACH: CONCERTO FOR ORCHESTRA 
IN D BACH: BRANDENBURG CONCERTO NO. 3 
IN G BACH: BRANDENBURG CONCERTO NO. 4 
IN G Boston Symphony Orchestra, Serge Koussevit- 
zky, Conductor 

CAL 1 1 3— THE HEART OFTHE PIANO (Excerpts): 
BACH, MOZART, SCHUMANN, GRIEG, BEE- 
THOVEN, RACHMANINOFF, TCHAIKOVSKY, 
GERSHWIN RCA Victor Symphony Orchestra, 
Charles O'Connell, Conductor Jesus Maria Sanroma, 
Pianist 

CAL 265— THE ART OF JOSEF LHEVINNE: 
CHOPIN, DEBUSSY, SCHUMANN, STRAUSS 

CAL 198— TWO-PIANO FAVORITES: RITUAL 
FIRE DANCE, TAMBOURIN CHINOIS, 9 OTHERS 
Pianists, Luboshutz and NemenofF 

CAL 112— THE HEART OF THE SYMPHONY: 
EXCERPTS FROM BEETHOVEN. DVORAK, 
TCHAIKOVSKY, SCHUBERT, FRANCK, RIMSKY- 
KORSAKOFF RCA Victor Symphony Orchestra, 
Charles O'Connell, Conductor 

CAL 207— AN ERICA MORINI RECITAL: 6 HUN- 
GARIAN DANCES (BRAHMS), others 
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CAL 12 5— AMERICA MARCHES The Goldman 
Band, Edwin Franko Goldman, Conductor 

CAL 177— MUSIC BY GEORGE 
GERSHWIN MUSIC BY VICTOR HERBERT 

CAL 233— MEMORABLE MUSIC FROM THE 
MOVIES 

CAL 124— SONGS OF STEPHEN FOSTER 
Richard Crooks 

CAL 268— ALLAN JONES SINGS GREAT SHOW 
TUNES 

CAL 2 39-LISTEN TO THE MUSIC OF SIGMUND 
ROMBERG 

CAL 126— THE VIENNESE MAGIC OF JOHANN 
STRAUSS, JR. Boston Pops Orchestra, Arthur Fiedler, 
Conductor 

CAL 121-LIGHT CONCERT CLASSICS Minne- 
apolis Symphony Orchestra, Eugene Ormandy, Con- 
ductor 

CAL 168 — A LAWRENCE TIBBETT PROGRAM 
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OPERA AND SONG 

CAL 128— RICHARD CROOKS SOUVENIRS: 
BECAUSE, THE LOST CHORD, 10 others 
CAL 22 1— THE HEART OF THE OPERA: VOL. 1, 
CARMEN AND FAUST 

CAL 222— THE HEART OF THE OPERA: VOL. 2, 
LA BOHEME AND MADAMA BUTTERFLY 
CAL 227 — THE HEART OF THE OPERA: VOL. 7, 
LA TRAVIATA AND THE MARRIAGE OF FIGARO 
CAL 249— FAVORITE ARIAS FROM FAVORITE 
OPERAS: AIDA, CARMEN, MADAMA BUTTER- 
FLY, LA BOHEME, PAGLIACCI, RIGOLETTO, 
TANNHAUSER 

CAL 171— LAWRENCE TIBBETT SINGS 
OPERATIC ARIAS 

CAL 274— GIOVANNI MARTINELLI SINGS BY 
REQUEST 

CAL 199— JOHN CHARLES THOMAS SINGS 
OPERATIC ARIAS AND OPERETTA FAVORITES 
CAL 245— JOHN JACOB NILES SINGS AMERI- 
CAN FOLK SONGS (14) 

POPULAR 

CAL 135-STARDUST MELODIES Raymond 
Paige Orchestra 

CAL 2 5 5— GUY LOMBARDO PLAYS 
CAL 2 77 — WAYNE KING, LET'S DANCE 
CAL 270-POLKA PARTY Andre Musette Or- 
chestra 

CAL 234-HITS FROM BROADWAY SHOWS 
CAL 261— MUSIC FOR DANCING Sammy Kaye 
Orchestra 

CAL 264— DANCING PARTY Freddy Martin 
CAL 295— ONE BAND: 2 STYLES Ray McKinley 

MOOD MUSIC 

CAL 271— MOONGLOW AND MUSIC David 
Whitehall Orchestra 

CAL 2 59-CASINO ON THE RIVIERA Van der 
Linden Orchestra 

CAL 260-LISTEN TO NATURE SING: 11 SELEC- 
TIONS Van der Linden Orchestra 
CAL 2 58-FLOATING ON A CLOUD: 13 SELEC- 
TIONS Van der Linden Orchestra 
CAL 2 78— LOVE'S SEVERAL FACES David White- 
hall Orchestra 
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On January 15th, the Associated Press bulletin stated, “Jack 
Teagarden, the jazz trombonist and singer, died today in a New 
Orleans motel. He was 58 years old and had reportedly been suffer- 
ing from pneumonia." 

This terse news report was only an acknowledgement of the 
great Teagarden’s passing. The full story of “Mr. T" will be written 
about again and again, in the years to come. Jack Teagarden was 
one of the giants of jazz who left an indelible mark that is recognized 
by all. 

Jack Teagarden was born in Vernon, Texas, on Aug. 20, 1905. 
From the time he was seven, Teagarden began playing the trom- 
bone. He was greatly influenced by the sound of Negroes singing 
and playing their music; and it was this influence that shaped his 
own style. His trombone technique was self-taught and because his 
arms were short, he did not apply the orthodox method of playing 
the instrument. /Is a result, Teagarden played the trombone like a 
trumpet player using his lips to form many notes. 

Teagarden’s first professional work was around the Southwest 
and Mexico and, it wasn't until 1927 when he joined Roger Wolfe 
Kahn's orchestra that he first appeared in New York. During the next 
decade, Teagarden played with a succession of bands, including 
Ben Pollack’s, Mai Ha I let's and Paul Whiteman's aggregation. Dur- 
ing this era, Jack began his association with such contemporary 
jazz notables as, Benny Goodman, Bud Freeman, Jimmy McPart- 
land, Red Nichols, Miff Mole, Pee Wee Russell, "Hot Lips" Page and 
so many others. 

In 1939, Teagarden formed his own band and although finan- 
cially it fared poorly, his band produced some of the most exciting 
jazz sounds of the times. In 1947, Teagarden bowed out of the big 


band scene and began playing with smaller combos, including a 
group headed by Louis Armstrong. In 1958 and '59 Teagarden 
toured the Far East for the United States State Department. This, 
according to “Mr. T" himself, was one of the greatest thrills in his 
long career as a musician. 

Jay D. Smith, co-author of “JACK TEAGARDEN — The Story Of 
A Jazz Maverick” wrote, " When recently asked how he developed 
his unique trombone style, Jack Teagarden’s reply was eloquently 
simple. I learned from everyone and no one. Something from the 
good ones rubbed off and stayed with me. The others just left a bad 
taste in my ear." Some years back a critic wrote of Teagarden, "He 
punched his solos with the brashness of a trumpet, substituting for 
glides a series of triplets or runs designed to treat each note in the 
tonal scale as an entity. His tone was unbridled, rich and raw. Of 
course, Teagarden's reply to all those who tried to analyze his music 
was again always simple and direct, "Polyphony, flatted fifths, half 
tones," he once said, "they don't mean a thing. I just pick up my 
horn and play what I feel." 

For better than four decades, what Jack Teagarden felt, he suc- 
cessfully transmitted through his horn. The horn now is silent, but 
the music that came through that horn can always be heard again 
in this recording. It is this music that is the fitting tribute to, THE 
WORLD OF JACK TEAGARDEN". . . . 

Side A: MILENBERG JOYS STARDUST A HUNDRED YEARS FROM 
TODAY WHEN THE SAINTS GO MARCHING IN 

Side B: HIGH SOCIETY AUNT HAGER'S COUNTRY HOME ROCKIN' 
CHAIR ST. JAMES INFIRMARY 
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BILL BAILEY 
NEW SHOES 

JINGLE BELLS CHA CHA CHA 

SOLID GOLD CADILLAC 

ZING WENT THE STRINGS 
OF MY HEART 
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THAT CERTAIN FEELING 
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THE YELLOW SUBMARINE & OTHER SONGS OF FUN 
HAPPY TIME CHILDREN’S CHORUS & ORCH. 

1. THE YELLOW SUBMARINE 

2. BLOW THE MAN DOWN 

3. SAILING, SAILING 

4. SKIP TO MY LOU 
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6. TAKE ME OUT TO THE BALL GAME 
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Long playing Side one 

Full fidelity TS-1 000 

THE TIMETONES MEET THE NOBLES 

THE TIMETONES 

1. IN MY HEART (Smith-Joh nson ) 

2. MY LOVE ( La R ue-Johnson) 

3. I'VE GOT A FEELING ( LaRue-Johnson) 

4. PRETTY, PRETTY GIRL (G lozek-Johnson) 

5. GET A HOLD OF YOU SELF (Roger LaRue) 

6. THE HOUSE WHERE LOVER'S DREAM 

(George Ealey) 

7. ANGELS IN THE SKY (Timetones) 

8. SUNDY KIND OF LOVE ^ 

( Leona rd- Bel l-R hod es-Prima) 



Long playing side two 

Full fidelity K-1000 

THE NOBLES MEET THE TIMETONES 

THE NOBLES 

1. POOR ROCK 'N ROLL (Kusell-G iam-Trinathi) 

2. TING-A-LING (Bernardo-Kugell-Giam) > 

3. THE SEARCH (G. Pitney) 

4. WHY BE A FOOL (Nobles) 

5. DARKNESS (G. Pitney) 

6. CRIME DON'T PAY (The Nobles) 

7. SCHOOL DAY CRUSH ( Kugell-G iamettei-Cosenza) 

8. SCHOOL BELLS ( Krondes-E vans-Jacobson) 
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THE BEST OF THE FIVE KEYS FEA TURING RUDY WEST 

VOLUME-4 

1. PEACE AND LOVE (Chuck Willis) 

2. MY PIGEON’S GONE (John Davenport) 

3. C’est Lavie (John Davenport) 

4. DREAM (John Davenport) 

5. ALL I NEED IS YOU (John Davenport) 

6. ’CAUSE YOU’RE MY LOVER (Sherm Feller- 
Goldie Tyler) 

7. GEE WHITTAKERS (Winfield Scott) 
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Long playing 
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THE BEST OF THE FIVE KEYS FEATURING RUDY l/VEST 


VOLUME-4 

1. \ LING TING-TONG (Mable Godwin) / 

2. I’M ALONE (Gayton-Jones-Mendel Sohn) 

3. EMILY PLEASE (Earl Shuman-Alden Stumanj 

4. HANDY ANDY (Ollie Jones) 

5. DO ANYTHING (Clyde Otis-Ivory Joe Hunter) 

6. IT’ A CRYIN’ SHAME (Guy Wood-Aaron Schroeded) 
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1. Really Wish You Were Here-The Keynotes 

2. Lamplight-The Deltas 

3. Come On Back-The Ramblers 

4. Woe Woe Baby— The Personalities 

5. Walkin’ With My Baby-The Vocal Tones 

6. Roach’s Rock-The Temptations 

7. Heartbeat— The Whirlwinds 

8. Do You Love Her-The Impressors 

9. Hy Wocky Toomba-The Mighty Jupiters 
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Some of the Best of Vocal Group Harmony 
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Slow 


LP-2000 
Long Playing 
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1. My Life My Loved One— The Incredible Upsetters 


2. How Can I Love You-The Swinging Heart* 

3. Angel Mine-The 5 Playboys 

4. Lonesome For You-Frankie Greer Quartet 

5. Devil You May Be-Miriam Grate and The Dovers 

6. Dear Don— The Metronomes 

7. Somehow— The Ballads 

8. Teardrops— The Vala Quons 

9. Angel of My Dreams— The Sonnets 
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Tuning Notes: "Bb" and "A" Concert 

1. GROOVIN' HIGH 

2. ALL THE THINGS YOU ARE 

3. A NIGHT IN TUNISIA 

4. AFTERNOON IN PARIS 


PRODUCED BY JAMEY AEBERSOLD 
A PRODUCT OF JA RECORDS 



(?)&©1988 JAMEY AEBERSOLD 

SIDE TWO 



VOLUME 43 

1. HIGH FLY 

2. WEST COAST BLUES 

3. I'LL REMEMBER APRIL 

4. BLUESETTE 


PRODUCED BY JAMEY AEBERSOLD 
A PRODUCT OF JA RECORDS 


II 


TRIOS FAMOSOS 
SERVANDO DIAZ 
TAICUBA 
T. ALVAREZ 


AP-43 


Side A 

33 1/3 R.P.M 


1. SIBONEY - (Ernesto Lecuona) 

•fy. CANTINERO - (T. Alvarez) 

3. ME ROBASTE LA VIDA - (L. Marquetti) 

4. Ml TRIUNFO Y SU FRACASO - 


a. 


(T. Alvarez) 

5. UN CUENTO - (A. Espinosa) 


.vO 


' , o> 


'o 





AP-43 


TRIOS FAMOSOS 

SERVANDO DIAZ 
TAICUBA 
T. ALVAREZ 


Side B 

33 1/3 R.P.M. 






1. MARIA LA 0 - (Er nesto Lecuona) 
k 2. ODIAME - (Rafael Otero) 

. .HECHIZAME (B. Tabranes) 
4.>RmND0 EL CHACHACHA^ 

(T/^AtvAtez) 

5. ANORANZA DE AMOR - 


/ 




(L. Sachy-A.S. Caballero) 


By 


'^"eastern Rtco*o» 





' SEECO 

CELEBRITIES 


EVERYBODY CHA CHAS 


\ r i CELP 441 

) tffl-j Side 1 

/ MP 132 (20049) 

1. CHA CHA CLARINETE (Mario Bauzo) 

Machito & His Afro-Cubans 

2. YO QUIERO TRANQUILIDAD (Felix Villa Kimfco) 
Vicentico Valdes y Orquesta 

3. POR QUE EMPENAS EN DECIR (Wilfy Gamboa) 
Sonora Matancera 

4. ME LO DUO ADELA (Otilio Portal) 

Bobby Capo 

5. EL JAMAIQUINO (Nino Rivera) • 

Machito & His Afro-Cubans 

6. JOSEITO (Ruiz-Alvarez) 

^ Frank Souffront 





EVERYBODY CHA CHAS 


x j CELP 441 

^ \ fli | Side 2 

J MR 133 (20050) 

RICO VACILOH (F. Fellove) 

Vicentico Valdes y Orquesta 

2. EL TUNEL (Enrique Jorrin) Trio Avileno 

3. OYEME MAMA (Lacho Rivera) 

Bienvenido Granda 

4. APRENDE (. Garcia) 

Chiquitin y Trio Alegria 

5. ESTE CHA CHA CHA (Humberto Juama) 

Sonora Matancera \ 

6. CiRGUMSTANCIA (F. Fellove) 

Machito'S' His Afro-Gubans 



LATIN HOUR 
WITH NORO MORALES 


f. TEMPTATION 
2. Ml Ml JACK 
3* 2AMSUMBA 
l YEM YEN 
S. EL TUBITd 
A, TAMM 








LATIN HOUR 
WITH NORO MORALES 


1345 


SIDE 2 

{ 1 3458 ) 


1. WALTER WINCHELL RHUMBA 

2. ALO, ALO 

3. RHUMBA FANTASY 

4. PAN, PAN, PAN 

5. JUN6LERQ 

4, MONTUN® IN 0 


% 

% . s 

^ °^ra phon^ ^ 

h *’FI DELlT'* 


33‘l» 






FOR PROMOTIONAL USE ONLY/ NOT FOR SALE 

EDDIE MURPHY 

"WHATZUPWITU” REMIX BY DAVID MORALES 



STEREO 
33 1/3 RPM 


374631111-1 
SIDE ONE 


1. KLUB MIX FULL (7:21) 

2. KLUB MIX EDIT (3:52) 

3. HIP HOP REMIX (4:47) 


Special Appearance by Michael Jackson, courtesy of MJJ Productions and Epic Records 

Lyrics written by E. Murphy 
Music written by E. Murphy and T. Gumbs 
Eddie Murphy Music/Rayclo Music (ASCAP) 

PRODUCED BY EDDIE MURPHY AND TRENTEN GUMBS 
Executive Producer: Donna Ross-Jones 
© 1993 Motown Record Company, L.P. and Panda Bear Enterprises. 
Manufactured and Marketed by Motown Record Company, L.P. 

6255 Sunset Blvd. Los Angeles, CA 90028-USA 
All Rights Reserved. Unauthorized duplication 
is a violation of applicable laws. 

374631111-1 




MOTOWN^ 


FOR PROMOTIONAL USE ONLY/ NOT FOR SALE 

EDDIE MURPHY 

"WHATZUPWITU" REMIX BY DAVID MORALES 



374631111-1 
SIDE TWO 


STEREO 
33 1/3 RPM 


1. ECLIPSE MIX (6:30) 

2. LP VERSION (3:21) 

3. KLUB MIX DUB (6:34) 


Special Appearance by Michael Jackson, courtesy of MJJ Productions and Epic Records 

Lyrics written by E. Murphy 
Music written by E. Murphy and T. Gumbs 
Eddie Murphy Music/Rayclo Music (ASCAP) 

PRODUCED BY EDDIE MURPHY AND TREN7EN GUMBS 
Executive Producer: Donna Ross-Jones 
LP Version appears on Eddie Murphy’s "Love’s Alright" 

CO and Cassette 374636354-2/4 
® 1993 Motown Record Company, L.P. and Panda Bear Enterprises. 
Manufactured and Marketed by Motown Record Company, L.P. 

6255 Sunset Blvd. Los Angeles, CA 90028-USA 
All Rights Reserved. Unauthorized duplication 
is a violation of applicable laws. 



374631111-1 



RECORD CO. L.P 


Heather Headley 

He Is 


Side A 

07863 -60635-1 -A 

® 2002 BMG 



1 . 



He Is 



Tha RCA Roconfc LlM is • Unit o< BMG. TMK(s) • 
RagistwM MwcKi) Rspsira&As) @ • G*n»ral 


Elactnc Co . USA. BMG logo if a tradamaAt ol BMG 
Music » » C 2002 BMG. Mada n lha USA. 


Album Version 3:-4B 
2. A Cappella 3:58 


(J. Nile/V. Jeffrey Smith} 

Produced by Joshua Nile & The Phantom 

Recorded by V. Jeffrey Smith at Neptune Factor Studios. Brooklyn. NY & Andy Zulla at Sound Decision 
Additional Production and Mix by Dave Way at Larrabee Sound Studios North. Universal City. CA 
Published by Spiders & Rice Music (ASCAP)/Jam Carver Music (ASCAPJ 
Executive Producer/ A&R Direction: Stephen Ferrera 
Management: Hoffman Entertainment. Inc. 

Mastered by Herb Powers. Jr. at Hit Factory Mastering for PM Entertainment 

Assistant: Rob LoVerde 


ALBUM VERSION AVAILABLE ON THE FORTHCOMING ALBUM 
"THIS IS WHO I AM" 07863-69376-2 
www.heatherheadley.com • www.rcarecords.com 


Heather Headley 

He Is 


Side B 

07863- 60635-1 -B 


HCA HLCOHDS LABEL 
The RCA R#co>dt L*MI is a Um 0 < BUG TMK(t)» 
R«g>sl»r*<). M*rca«) ftogalrada(s) @ »Gec*r»i 
Elect nc Co . USA. 6MG logo t a Kadamwk ot BMC 
Mum. mtC 2002 BMG. Mad# m in# USA 

1 . Instrumental 4:05 

(J. Nile/V. Jeffrey Smith) 

Produced by Joshua Nile &. The Phantom 

Recorded by V. Jeffrey Smith at Neptune Factor Studios. Brooklyn. NY S. Andy Zulla at Sound Decision 
Additional Production and Mix by Dave Way at Larrabee Sound Studios North, Universal City. CA 
Published by Spiders &. Rice Music (ASCAP)/Jam Carver Music (ASCAP) 

Executive Producer/ A&R Direction. Stephen Ferrera 
Management: Hoffman Entertainment. Inc. 

Mastered by Herb Powers, Jr. at Hit Factory Mastering for PM Entertainment 
/ Assistant: Rob LoVerde 

ALBUM VERSION AVAILABLE ON THE FORTHCOMING ALBUM 
“THIS IS WHO I AM“ 07063-69376-2 





www.heatherheadley.com • www.rcarecords.com 


2802 - 1 -RDAB 



SPECIALLY REMIXED BY FRANCOIS KEVORKIAN 




SHEREE 


NOT FOR 
SALE 


SIDE A-STEREO 

2802-1 -R DAB 

(28C2-1-RDAB-A) 



SHEREE 


NOT FOR 
SALE 



SIDE B-STEREO 
2802-1 -R DAB 

(2802-1 -RDAB-B) 

33 1/3 RPM 


1 . WOMAN'S WORK <dub mix) 6:58 
2. WOMAN'S WORK (single remix) 4:10 

(Sheree Jeacocke/Lou Pomanti/B.J. Cook) 

Produced by Lou Pomanti 

Remix and additional production by Francois Kevorkian & Goh Hotoda, 
at Axis Studios, NYC. Overdubs by Fred McFarlane & Alan Friedman. 


©1989 BMG Music Canada 
TMK(s)® General Electric USA. 
- MADE IN U.S.A. 





C 064 - 94.843 A 
® 1973 ^ 



33 1/3 tours minute 

2C 064 - 94.843 



Cumbo 


Jorge 


Arguedas 

'05) - Juan Dalera 


Cumbo 


Carl 


Jorge 


os 


EMI 


f RANC E BY PM^ . 


NQ/srid diao\Q^ 



uC UUR PH0N0Gfi4p W/ 



2C 064 - 94.843 



1) M 


2 ) 
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P 


3) 

4) 


H U A 
E L 


OS INC 
« La fiesta 

MENDEZ 
R O V I N C I 
D. P. - argt El 
T O K H 
M P U 


5) M I 


C A 
M A 
D. P. 
LON 


6) M A R C H A 


D. P. - argt El 



EMI 


^ /\ 


f Ranc e by PM^ 



(2'43) - Nilo Soruco 
A N O (3'51) 
Inca 

ORIS (2 # 20) - D.R. 

L O R I O (127) 

- argt Carlos Guerra 
G A Ml NINA 

Emilio Arteaga 

DE LAS PULGAS (2 05) 


p^D'ODIF FUS/O/V 




QL-6160 



LA FLUTE INDIENNE 

(The Indian Flute) 

LOS INDtOS 

1. EL CONDOR PASA - Folklore 3:09 


2. EL HUMA HUAQUENO 3:03 

3. BAILECITO DE LELA 2:17 

4. LA CUEQUITA 2:37 

5. INDIECITO 2:21 

6. SIXU - Folklore 2:21 


© 1979 Olymple Records 


LA FLUTE INDIENINE 

iThe Indian Flute) 

IQS INDtOS 

1. SON CAYMAN • Folklore 3:43 

2. VARIACION DE TATU - Folklore 1:24 

3. BOCINA - Folklore 2:45 

4. VASIJA DE BARRO - Folklore 4:10 

5. B0LIVIAN1TA - Folklore 1:55 

6. C0PACA3ANA - Folklore 2:22 


(P) 1970 Olympic Records 




SONIOO 
- DIGITAL 

Mi Diario Musical 

/icentico Valdes 

con acompanamiento 


i LADO A 
SSS-3002-H 


1. ENVIDIA Bolero 

(G. vA. Garcia Segura) 

2. COMO FOE Bolero 
(P. Duartej 

3 LOS ARETES DE LA LUNA Bolero 
(J.D. Quinones) 

4. PLAZOS TRAICIONEROS Bolero 
(Luis Marquetti) 

5. NO TENGO NADA Bolero 
(Rau! Diaz) 

6. PIENSALO BIEN Bolero 

(Raul Diaz) 




SONIDO 

DIGITAL 


Mi Diario Musical 

icentico Valdes 

con acompanamiento 
de orquesta 






UVDOB 

SSS-3002-H 


1. LA MONTANA Bolero 
(G. Moreu A. Algiw.ro) 

2. TIERNAMENTE Bolero 
( Gross - Lawrence ) 

3. DERROCH E DE FELICIDAD Bolero 

(Jorge Zamora ) 

4. UNA CANCION POR LA MANANA Bolero 

(Evaristo Mendez) 

5. ANORADO ENCUENTRO Bolero 
( Pilo to & Vera) 

6. YO VIVO PARA TI Bolero 
(R. Diaz) 





FULL COLOR 
FIDELITY! 


Band 1 : THE ORIGINAL DIXIELAND ONE STEF 

(D. J. LaRocca) (2:38) 

Band 2: LIVERY STABLE BLUES 

(D. J LaRocca) (2:36) 

Band 3: AT THE JAZZ BAND BALL 

(Shields-laRocca) (2:54) 

Band 4: OSTRiCH WALK 

(Original Dixieland Jazz Band) (1:52) 

Band 5: TiGER RAO 

(Original DixieiandJjaTZ Band) (3:13) 

Band 6: SKELETON JANGLE 

4 (D> J. LaRocca) (2:52) ^ • 

^°Ou C r ncrO^ ° 

Ct of am-par 





ORIGINAL 
DIXIELAND J> 
IN HI FI 


FULL COLOR 
FIDELITY i 


Band 1: SENSATION RAG 

(Original Dixieland Jazz Band) <2:12) 

Band 2: BLUIN' THE BLUES 

(Ragas-LaRocca-Shields) (3:05) 

Band 3: CLARINET MARMALADE BLUES 

(Shields-Ragas) (2:47) 


Band 4: MOURNIN' BLUES 

(Sbarbiard) (2:38)- 


Band 5: FIDGETY FEET 

(LaRoccn Shields) (2:18) 


Bond 6: LAZY DADDY 

* (I iRocca-Ragas-Shields) (2:40) O o . 


f °Pu 


Ct OF AM-PAR 



JOE VENUTI 
IN MILAN 

1. JOE & LINO 2:21 
Venuti; Durium S.p.A. 

2. LOUISIANA 2:40 
Johnson-Razaf-Schafer; Alfred 
Publishing Co., Inc./ASCAP 

3. I’VE FOUND A NEW BABY 2:53 
Palmer-Williams; MCA Music/ASCAP 




• . - 


Side One 
STEREO 


VSD 79396-A 


4. BLUES FOR NOBODY 5:18 
Venuti; Durium S.p.A. 

5. AFTER YOU’VE GONE 3:29 
Creamer-Layton; Morley Music Co./ASCAP 
Joe Venuti (violin) Lino Patruno (guitar, 

banjo, vocals) Giancarlo Barigozzi (baritone sax, 
flute) Sergio Rigon (baritone sax, flute) 
Gianni Acocella (trombone) Sante Palumbo 
(piano) Toto de Serio (bass) 

Giorgio Vanni (drums) 

A DURIUM recording - ITALY 
® 1971 Durium S.p.A. 

. Br SiEis3ar*w_ MWmmm ^ 




JOE VENUTI 
IN MILAN 

1. HONEYSUCKLE ROSE 4:08 
Waller-Razaf; Intersong Music/ASCAP 

2. STARS FELL ON ALABAMA 4:14 
Perkins-Parish; Mills Music Inc./ASCAP 

3. SWEET GEORGIA BROWN 2:54 
Bernie-Casey-Pinkard; Warner Bros. Music/ASCAP 


Side Two 
STEREO 


4. THE WORLD IS WAITING FOR THE SUNRISE 2:12 

Seitz-Lockhart; Chappell Music/ASCAP 


5. PRETTY TRIX 3:01 

Venuti-Lang; Robbins Music Corp./ASCAP 
Joe Venuti (violin) Lino Patruno (guitar, 
banjo, vocals) Giancarlo Barigozzi (baritone sax 
flute) Sergio Rigon (baritone sax, flute) 
Gianni Acocella (trombone) Sante Palumbo 
\ (piano) Toto de Serio (bass) 

Giorgio Vanni (drums) 

: |t| A DURIUM recording - ITALY 4® 
® 1971 Durium S.p.A. 




EVEREST RECORDS" 


ARCHIVE OF 


FOLK & JAZZ MUSIC 


SIDE 


FS 274 (E) 


THE ROOTS OF DIXIELAND JAZZ 

1. THAT'S A PLENTY 

2. BALLIN' THE JACK 

3. WHENEVER THERE'S LOVE 

ROYAL GARDEN BLUES 2:41 

5. BACK HOME AGAIN IN INDIANA 2:44 

fp) 1971 F verest Records, Inc. 



SIDE 2 


FS 274 (c) 


THE ROOTS OF DIXIELAND JAZZ 



1. DEEP ROYAL BLUES 

2. BILLBOARD DIXIELAND 

3. CHERRY 

4. JADA 

5. « IT'S BEEN SO LONG 


1973 Everest Records, Inc 



MADE IN 0 


DIXIELAND AT ITS BEST FEATURING 
PETE FOUNTAIN, GEORGE GIRARD, TONY ALMERICO 
AND OTHER GREATS 

1— ORIGINAL DIXIELAND ONE-STEP (D. J . LaRocca) 


2 — SOME OF THESE DAYS 


(S. Brooks) 

MILENBERG JOYS (Roppolo-Mares-Morton-Melrose) 
—WITH YOU ANYWHERE YOU ARE (Jack Palmer) 

5 — DO YOU KNOW WHAT IT MEANS 
TO MISS NEW ORLEANS 
(Lou Alter-Eddie DeLange) 

1, 5. George Girard and His New Orleans Five 
2 , 4. Bourbon Street All-Star Dixielanders 
3. Tony Almerico's Dixieland All-Stars 




, 


RCRM-4340 


♦ 

■Mi 


A PRODUCT Of RADIO CORPORATION Ot AMERICA 



3 — I'M CONFESSING THAT I LOVE YOU 
(Daugherty-Reynolds-Neiberg) 

4 — WHEN YOU'RE SMILING (Fisher-Goodwin-Shay) 

5 — SWEETHEARTS ON PARADE 
(Newman-Lombardo) 


5. George Girard and His New Orleans Five 
2, 4. Tony Almerico’s Dixieland All-Stars 
2. Jack Delaney, Vocal 
4. Tony Almerico, Vocal 4 | 

TJv Bourbon Street All-Star Dixielandep 


RCA ^ 

AMDEN 

A PRODUCT Of RADIO CORPORATION OF AMERICA . 


MADE 


IN 




RCRM-4341 

DIXIELAND AT ITS BEST FEATURING 
£ PETE FOUNTAIN, GEORGE GIRARD, TONY ALMERICO % 

AND OTHER GREATS 

1— DA-DA STRAIN (M. Medma-J. E. Dowell) 

2 — SOMEDAY YOU'LL BE SORRY (Louis Armstrong) 


SIDE 



PETE FOUNTAIN 


SIDE I 
STEREO 


JAZZ ME BLUES 
BUGLE CALL RAG 
SOUTH RAMPART STREET PARADE 
SENSATION RAG 
YUPPA TUPPA— The Sunsetters 


£ °-parkwa^ 



THE SUNSETTERS 


SIDE 2 
STEREO 


MISS DAISY DELITE 
A FAREWELL 
SCHERZO 

SONATA ALLEGRO 
ONE BLIND MOUSE 


PARKWA'f 






PETE'S PLACE 


PETE FOUNTAIN 



Recorded "Live" At Pete Fountain's French Quarter Inn, 

New Orleans 


Start 


1. OH, LADY BE GOOD! 

2. FASCINATION MEDLEY: (a) FASCINATION 
(b) BASIN ST. BLUES (c) TIN ROOF BLUES 
(d) WAY DOWN YONDER IN NEW ORLEANS 


3. IT'S JUST A LITTLE WHILE 
(To Stay Here) 

4. THAT'S A PLENTY 



I 

PETE'S PLACE 


PETE FOUNTAIN 



Recorded "Live" At Pete Fountain's French Quarter Inn 

New Orleans 


1. THE SHEIK OF ARABY 

2. THE PREACHER 

3. (What Did I Do To Be So) 
BLACK AMD BLUE 

4. MARCH TO PERUNA 




IH CORALS 


1. WOODCHOPPER'S BALL (2:26-AS) 

2. PETITE FLEUR (2:30-BMI) 

3. SOMETIMES I'M HAPPY (2:23-AS) 

4. FRENESI (2:27-BMI) 

5. WHEN MY BABY SMILES AT ME (2:31-AS) 
6, MARCH OF THE BOB CATS (2:27-AS) 


PETE FOUNTAIN 

— 

A i 

Salutes The 

A 

GREAT CLARINETISTS 

A 

With Orchestra Directed By 

IT 

• 

r 

CHARLES BUD DANT 

% 

\\ 


CRL 57333 

MG 7654 


33 y 3 wptA 


A*li 



CRL 57333 

MG 76550 


1. BEGIN THE BEGUINE (3:17-AS) 

2. ME AND MY SHADOW (2:28-AS) 

3. GREEN EYES (2:34-BMI) 

4. LET'S DANCE (2:07-BMI) 

5. MY INSPIRATION (3:08-AS) 

6. AMAPOLA (2:00”BMI) 
(Pretty Little Poppy) 


o - 


or " Et “ 

PETE FOUNTAIN 

Salutes The 

GREAT CLARINETISTS 


With Orchestra Directed By 
CHARLES BUD DANT 




x 




CORAL® 
OF DECCA 


PETE FOUNTAIN 


BATEAU LOUNGE 


CRL 57314 

MG 7470 


Recorded in New Orleans At Dan's Bateau Lounge 
Bourbon And Toulouse Streets 


1. DEEP RIVER 

2. MY MELANCHOLY BABY 

3. I'VE FOUND A NEW BABY 

4. MACK THE KNIFE 

5. CREOLE GUMBO 

6. YOU BROUGHT A NEW KIND 

OF LOVE TO ME 


a\hA 




CORALS 


PETE FOUNTAIN 


BATEAU LOUNGE 


CRL 57314 

MG 7471® 


Recorded In New Orleans At Dan's Bateau Lounge 
Bourbon And Toulouse Streets 


1. LONDONDERRY AIR 

2. NOBODY KNOWS THE TROUBLE I'VE SEEN 

3. AFTER YOU'VE GONE 

4. GIN MILL BLUES 

5. LITTLE ROCK GETAWAY 

6. SLUE LOU 


i 


{ 


a\h& 



6 y CORAL® 
,* OF DECC4 


THE BLUES 

PETE FOUNTAIN 


Clarinet Solos With Orchestra 
Directed By CHARLES BUD DANT 


CRL 57284 

MG 7072 


1. ST. LOUIS BLUES (W. C. Handy) 

2. BLUE FOUNTAIN (F. Scott-S. Wrightsman) 

3. COLUMBUS STOCKADE BLUES 
(Jimmie Davis-Eva Sargent) 

4. AUNT HAGER'S BLUES (W. C. Handy) 

5. LONESOME ROAD 
(Nat Shilkret-Gene Austin) 

6. THE MEMPHIS BLUES 
(W. C. Handy-G. A. Norton) 


?LAV 



CORAL® 

OF OECOl 


THE BLUES 

PETE FOUNTAIN 


Clarinet Solos With Orchestra 
Directed By CHARLES BUD DANT 


CRl 57284 

MG 7073® 


1. MY INSPIRATION 

(Bob Haggart-Ray Bauduc-Hilton LaMare) 

2, WANG WANG BLUES (Gus Mueller- 
Buster Johnson-Henry Busse-Leo Wood) 

3. BEALE STREET BLUES (W. C. Handy) 

4. WABASH BLUES (F. Meinken-D. Ringle) 

5. FIVE POINT BLUES (Yank Lawson) 

6. BAYOU BLUES (Morty Corb) 


33 y 3 R 9 1 * 


VlAY 




* « “«* 

> v . 1 2 3 4 S '* r - 


$ PETE FOUNTAIN'S NEW ORLEANS 


Clarinet Solos With 
Rhythm Accompaniment 


CRL 57282 

MG 6986 


SIDE 2 


1. WHILE WE DANCED AT THE MARDIE GRAS 
(Alfred Opier-Johnny Mercer) 

2. A CLOSER WALK (Adapted & Arr : P. Fountain-C. Dant) 

3. WHEN THE SAINTS COME MARCHING IN MARCH 
(Adapted & Arr: P. Fountain-C. Dant) 

4. WHEN IT'S SLEEPY TIME DOWN SOUTH 
(Leon & Otis Rene-Clarence Muse) 

' 5. OL' MAN RIVER 
(0, Hammerstein ll-J. Kern) 
sv 6. COTTON FIELDS 

(C. C. Carter) 


33 14 B 9 tA 


\ 


/ 



%Vt CORAt® ^ 

of 0ECM «ec 0f 


f PETE FOUNTAIN'S NEW ORLEANS t 

? Clarinet Solos With i 

Rhythm Accompaniment 


CRL 57282 

MG 6987® 


1. SWEETHEARTS ON PARADE (C. Newman-C. Lombardo) 

2. DO YOU KNOW WHAT IT MEANS TO MISS NEW ORLEANS 
(Louis Alter-Eddie De Lange) 

3. BASIN STREET BLUES (Spencer Williams) 

4. LAZY RIVER (H. Carmichael-Sid Arodin) 

V 5. WAY DOWN YONDER IN NEW ORLEANS J 

\ (Henry Creamer-Turner Layton) / 

X 6. TIN ROOF BLUES S 

V ^V(L. Poppolo-P. Mares-G. Brunies-B. Pollack- S J 

M. Stitze-W. Melrose) jF 


,o 
& . 





riioH HL)tL!T 


DIXIELAND JAMBOREE 


A. 

% 

O 


668 


1 1 \ 


( ) 


THE BIG PARADE 
ROCKIN' CHAIR 
DREAM BOAT 
SQUEEZE ME 
FAREWELL BLUES 

THE DIXIELAND KINGS 


SIDE 1 j 

(668A) 


/ 




% 








“ REG. PATENT 










DIXIELAND JAMBOREE 


SIDE 2 

(.668 B ) 


DOWN HOME RAG 
LOVIN' ARMS 
LULLABY OF THE LEAVES 
TR8PPIN' ALONG 
EASY LIVIN' 

THE DIXIELAND KINGS 


REG. PATENT 



1. TIGER RAG (Sbarbaro-Edwards-Ragas- 

Shields-DeCosta) 

2. SENSATION (Edwards-Ragas-Sbarbaro- 
LaRoca-Shields) 

3. ORIGINAL DIXIELAND ONE STEP 

(D. J. LaRocca) 

4. SINGIN' THE BLUES 

(Till My Daddy Comes Home) 

(Lewis-Young-Conrad-Robinson) 

5. MUSKRAT RAMBLE (Gilbert-Ory) 

. 6. CLARINET MARMALADE 

(Shields-Ragas) 


records 


THE DIXIELAND STORY 

Volume II 

MATTY MATLOCK 

AND THE PADUCAH PATROL 




RECORDS 


DIXIELAND STORY 

Volume II 

MATLOCK 

AND THE PADUCAH PATROL 




*' % 


1. MILENBERG JOYS 

(Melrose-Rappolo-Mares-Morton) 

2. BASIN STREET BLUES (Spencer Williams) 

3. RIYERBOAT SHUFFLE 
(Voynow-Carmichael-Mills) 

4. DIPPERMOUTH BLUES (Melrose-Oliver) 

5. DAVENPORT BLUES 
(Bix Beiderbecke) 

6. KING PORTER STOMP 

'Jelly Roll' Morton) *+ 








• a subsidiary 



DIXIELAND AT THE ROUNDTABLE 
SALT CITY SIX 


SF-9019 

(RSD-90-A) 


/ 


i 





■ 


% 


1. WOLVERINE BLUES (8. Spikes-J. Spikes-Mdrton) 
(Melrose Music Gorp.-ASCAP-4:X7) 

2. NEW ORLEANS (Heagy Carmichael) 
(Southern Music Pub!.-ASCAP-4;00) 

3. C1RIBIRIBIN (Alberto Pestalszza) 

(Forshay Musie-BM 1-3:20) 

4. VOLARE (Nel Blu, Dipinto Di Blu) 
(Mndugno-Migliaeei) (Robbins Music-ASCAP-2:37) 

5, I'M COMING VIRGINIA (Heywood-Cook) 
(Rabbins Musie-ASCAP-2:45)' 


^%33 






! 















(Leo Ftist, lnc.-ASCAP=3:43) 


(From the Broadway Fred., “The Musie Man") 
(Frank Music Corpo*ASCAP*3:23) 

4. INDIANA CBagE Home ‘Again In Indiana) 
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DIXIELAND SUPPER CLUB 

RED NICHOLS 
And The Five Pennies 


1. SENTIMENTAL JOURNEY (3:38) (Brown-Homer-Green) 

2. CORKY (2:27) (J. P. "Red" Borland-Loring Nichols) 

3. MEDLEY: (3:17) BLUE (And Broken Hearted) (Handman-Clarke-Leslie) 
A BLUES SERENADE (Frank Signorelli-Mitchell Parish) 

^ 4. HARLEM NOCTURNE (2:59) (Earle Hagen) £ 

V 5. ALWAYS (2:42) (Irving Berlin) *> s ' 

\ 6, LONDONDERRY AIR (1:56) V A 

% vArranged by Henry Beau- ' *°‘ A, 

°< Coring Red Nichole) • . fl 




DIXIELAND SUPPER CLUB 

/ RED NICHOLS 

/ 

/ And The Five Pennies 


iJ-1665 

hiisiss 


1. SUMMERTIME (2:45) (George Gershwin-Du Bose Heyward) 

2. THE BIRTH OF THE BLUES (3:311) (Hendewon-DeSylva Brown) 

3. WHY WAS I BORN?- (1:35) 

(Jerome Kern-Oscar Hammerstein II) 

4. CANADIAN CAPERS (2:53) (White-Chandler-Cohen) 

ft. 5. WHAT IS THERE TO SAY (2:25) 

(Vornon Duke-E. Y. Harburg) 

6. MOONLIGHT BAY (2:29) 

(Percy Wenrich-Edward Madden) 
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MGW-12165 
Side 


L A 


A Ctasfom High 
Fidelity 
ing 


1 ! 
I ' 

i 


LAZY PIANO MAN 


> 


3. SWEET GEORGIA SROWH 




v 


5. HOME (When Shadows Fall) 
6 a lT s S A LONG, LONG 
TO TIPPERARY 


v 
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NO\> 


^ v 



MUGGSY SPANIER AND HIS 
DIXIELAND BAND 

A Custom High 
Fidelity 
Recording 


MGW-12165 
Side 2 


1. CAUTION BLUES 

2. ALABAMA JUBILEE 

3. SOUTH 

4. SUNDAY 

5. TIGER RAG 

6. BLUE ROOM 







LISTEN CLOSELY TO THE 


WILLIE THE WEEPER 

SUNSET CAFE STOMP 

SOMEDAY SWEETHEART 

ANGRY 

SUSIE 


Antonio, t 





LISTEN CLOSELY TO THE 

g^REAL g STUFF *S 


PELICAN PANIC 

SINGIN' THE BLUES 

I AIN'T GONNA GIVE NOBODY 
NONE OF THIS JELLY ROLL 

ALL NIGHT BLUES 

LIZARD ON A RAIL 


ANTONIO. 


ANTONIO 



XI 


av ®JB|S 


HacRett Quintet 


The 

(withi^ic Dickenson) 

Live'At The Roosevelt 


CR 105 

Stereo 


Grill 


Side One 

/ 


1\ Swing That Music 
\Gerlach- Armstrong) 

2. Meditation ( Jobim - Me^lonca) 

3. AlNyiy Love (Dickenson) 

4. Its So^e-aoeiul IrfThe Country 
(Wilder) 

5. Sugar (Pinkard) 

(Total time 25:51) 


BAND 




The Bobby Hackett Quintet 
(with Vic Dickenson) 

Live At The Roosevelt Grill 


CR 105 

Stereo 


Side Two 


1. Struttin' With Some Bar- B- Que 
(Hardi n) 

2. Undecided (Shavers) 

3. Alone (Dickenson) 

4. Constantly (Dickenson) 

5. You're Gonna Hear From Me 
(Previn) 

6. Margie ( Davi s - Conrad - Robi nson) 
(Total time 28:20) 


BAND 




IO 



MIDNIGHT IN MOSCOW 

KENNY BALL AND HIS JAZZMEN 


A Pye Recording 


1. MIDNIGHT IN MOSCOW (Soloviev Seiioi. Matusovcsky. 

Ball) 

2. TIN ROOF BLUES (M«|rose- New Orleans Rhythm Kings 

3. MY MOTHER’S EYES (Baer-Giibert) 

4. BIG NOISE FftDM WINNETKA (Baoduc Crosby 

Rodin-Haggart) 

5. YES SHE DO, NO SHE DON’T /A 

k (I'M SATISFIED WITH MY GIRL) M 

(DeRoseTrent > " 

6. PUTTIN’ ON THE RITZ 
I (Irving Berlin) 



MIDNIGHT IN MOSCOW 

KENNY BALL AND HIS JAZZMEN 


A Pye Recording 


1. AMERICAN PATROL (F. W. Meacham) 

2. DARK EYES (Traditional) 

- arr.: K, Ball * 

3. YOU MUST HAVE BEEN A BEAUTIFUL 

BABY (Mercer-Warren) 

4. SAVOY BLUES (Ed Ory) 

5. HIGH SOCIETY (^wan-Copeland- 

Green) 

KL 2 12368 a 



ECHOES OF 
NEW ORLEANS 
VOL 2 


KID THOMAS ALGIER STOMPERS 
1. BUCKET GOT A HOLE IN IT 3.37 (Trad.) 2. COME ON DOWN 
TO NEW ORLEANS 4.00 (Trad.) 3. KID THOMAS BOOGIE 
WOOGIE 3.10 (K. Thomas) 4. ST. LOUIS BLUES 3.18 (Handy) 
6 . SISTER KATE 3.08 (Piron) 6 . MARIE 2.40 (I. Berlin) 7. PANAMA 
k 2.57 (Tyers) 




ECHOES OF 
NEW ORLEANS 
VOL. 2 


LOUIS DEUSLE’S BAND & WOODEN JOE’S BAND 
1. BLACK CAT ON THE FENCE (a) 2.31 (Trad.) 2. PORK CHOP 

(a) 2.30 (Trad.) 3. HOLLER BLUES (b) 3.26 (Trad.) 4. DINAH (a) 
2.44 (H. Akst) S. B-FLAT BLUES (b) 2.25 (Trad.) 6. CLARINET 
MARMELADE (a) 2.25 (Shields - Ragas) 7. YOU MADE ME WHAT 
k I AM (b) 4.00 . 





MARK . 






THE BEST OF DIXIE 


£ 

3 

1 . 

2. 

THE STARS AND STRIPES 

BICYCLE BUILT FOR TWO 


3. 

YOU TELL ME YOUR DREAMS 


4. 

MEET ME IN ST. LOUIS, LOUIS 


5. 

DARK EYES 



BEST OF DIXIE 


t. ON THE BANKS OF THE WABASH 


2. KING FISH BLUES 


3. MERRY WIDOW WALTZ 


4. EAST SIDE, WEST SIDE 

5. THE BAND PLAYED ON 
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LISTEN SOME MORE 

JIM CULLUM'S HAPPY JAZZ 


1. THE EEL 

2. PLAYIN' HOOKY 

3. WESTMORELAND WEAVE 

4. SAVOY BLUES 

5. ALL MY LOVE 


AP-120A 

( 21707 ) 


2:55 

2:18 

5:08 

3:41 

4:06 



—Bsppimaaifc.— 


LISTEN SOME MORE 

JIM CULLUM'S HAPPY JAZZ 

1. KANSAS CITY STOMPS 2:47 

2. WHEREVER THERE'S LOVE 3:57 

3. HIGH SOCIETY 6:53 

4. WININ' BOY BLUES 4:19 


AP-120B 

( 21707 ) 

O. BOX 66 * 
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LOUIS ARMSTRONG: RARE ITEMS 


( 1935 - 1944 ) 

LOUIS ARMSTRONG AND HiS ORCHESTRA 



REG U S PAT OFF MARCA REG.ISTRAOA • MFR D BY DECCA RECORDS • A DIVISION OF MCA INC NEW YORK. USA 

1. THANKS A MILLION (2: 37* AS) 

2. LYIN’ TO MYSELF (3:08-AS) 

3. EV’NTIDE (2: 49* AS) 

4. SWING THAT MUSIC (2:48-BMf) 

5, THANKFUL (2:55*AS) 

6. THE SKELETON IN THE CLOSET (3:05*AS) 

7. JUBILEE (2;37»AS) 


*^" EOPH 0'W 0 | 

LOUIS ARMSTRONG: RARE ITEMS 


( 1935 - 1944 ) 

LOUIS ARMSTRONG AND HIS ORCHESTRA 



REG U S PAT OFF MARCA REGISTRADA • MFR.D 8Y DECCA RECORDS • A DIVISION OF MCA INC NEW YORK. U S A 

1. STRUTTIN’ JVITH .SOME BARBECUE C2:$4| 

2, I DOUBLE DARE YOU «2:$i) 

3. IT T S WONDERFUL €2:37) 

4, YOU’RE A LUCKY GUY €3:12) 

S* EV’RYTHING’S BEEN DOME BEFORE €3:02) 

6. HEY LAWDY MAMA C2:5d) 

7 . GROOVIN’ iV.m ■ 


NONESUCH 



STEREO 

H-71248-A 



H 


RECORDS 


SCOTT JOPLIN 

(1141-1917) 



- 


STEREO 

SIDE ONE (16:01) 


Piano Rags 

1. Maple Leaf Rag (3:13) 

2. The Entertainer (4:58) 

3. The Ragtime Dance (3:13) 

4. Gladiolus Rag (4:24) 

JOSHUA RIFKIN, piano 





SCOTT JOPLIN 

< 1 ** 1 . 1917 ) 


STEREO 

H-71248-B 


STEREO 

SIDE TWO (17:00) 


Piano Rags 

1. Fig Leaf Rag (4:36) 

2. Scott Joplin's New Rag (3:07) 

3. Euphonic Sounds (3:53) 

4. Magnetic Rag (5:11) 

JOSHUA RIFKIN, picno 




CR-109 

Stereo 


Dick Wellstood 

From Ragtime On 

1. Scott Joplin New Rag 
( Jopl in) 

2. Chicago High Life 
(Hines) 


Side One 


3. Three Little Oddities 

A. Impromptu 

B. Novelette 

C. Roman z a ✓ 
(Confrey) 

4. Kitten On The Keys 
(Confrey) 

5. Sunday Morning Blues 
(Guryon) 

(Total time 18: 13) 


/ 


Dick Wellstood 

From Ragtime On 


1 . Pork And Beans 
(Roberts) 


CR-109 

Stereo 


Side Two 


2. Put On A Happy Face 
(Adams- Strouse) 

3. Fucallia (Wellstood) 

4. Yesterday (Lennon - McCartney) 

5. Keeping Out Of Mischief Now 
(Wal ler- Razaf) 

6. Handful Of Keys 
(Wal ler) 

(Total time 24:33) 





tittl 


2:35 

3:28 


lappy Jazz Volume 
Re-Issue 

1. Cake Walking Babies From Home 

2. Ole Miss 

3. Riverboat Shuffle 3:52 

4. Original Jelly Roll Blues 3:40 

^ 5. Just A Closer Walk With Thee 4:28 


;V\ 



nN,DE Ra NG£ 


Happy Jazz Volume I 
Re-Issue 

\ ■ 

1. Copenhagen . . . . 3:50 

2. Sweet Substitute 3:35 

3. Ostrich Walk 3:00 

4. Blues For B-flat Clarinet 3:12 

5. Original Dixieland One-Step 2:59 

AP-115-B 

ft) (19333) AO 

Sz/A/o STEREO ^1 

o. BOX 66 






Volume 


1. Bourbon Street Parade 

2. Aggravatin' Papa 

3. Riverboat Shuffle 

4. China Boy 


AP-116-A 

( 19334 ) 

STEREO 

P o. BOX 66 



■ ■ Vi ' ft 



rgXF 

W if lOV ^ w: 

,o III . Ai^l^ "1/ ^ 

^ mi llliililMu/ i V, 

B 

r 

iisiti 

y i fsppy Jdzz Volume iO 

^ 1. At The Jazz Band Ball 2:38 q 

q 2. Willow Weep For Me 4:43 ^ 

-0 3. Rose Of The Rio Grande 2:46 ^ 

^ 4. Sugar 3:45 y ^ 

5. I'm Gonna Stomp Mr. Henry Lee 2:54 

/y% /C> 

AP-116-B 

^/X% (19334) 

STERE0 


© 1970 Atlantic Recording Corporation 


Printed in U.S.A. 


ATLANTIC RECORDING CORPORATION 
1841 BROADWAY, NEW YORK, N.Y. 10023 


Manufactured under license issued by 
Atlantic Recording Corporation to 
Record Club of America, Inc. 


Jazz At The New School 


Side One 


1. I Want To Be Happy (Yeomans -Caesar) 

2. Sugar (Pinkard) 

3. Shim-Me-Sha -Wabble (Williams) 

4. Avalon (Rose-Sylva-Jolson) 


CR-110 

Stereo 




Jazz At The New School 


Stereo 


1. That Da Da Strain (Medina - Dowel I) 

2. Blues In C (Condon et al) 

3. The Mooche (Ellington) 

4. I Can’t Believe That You’re In Love 
With Me (Gaskill -McHugh) 


BAND 



M ADE in u.s 





THE WORLD OF JACK TEAGARDEN 

A TRIBUTE TO A GIANT OF JAZZ 


R-25261 

(RLP-387-A) 


1. MILENBERC JOYS 3:53 (Morton-Mores-Rappolo 
Melrose) (Melrose Music Corp.-ASCAP) 

2. STARDUST 3:07 (H. Carmichael-M. Parish) 
(Mills Music, Inc.-ASCAP) 

3. A HUNDRED YEARS FROM TODAY 5:10 
(J. Young-Washington-V. Young) 
(Robbins Music Corp.-ASCAP) 

4. WHEN THE SAINTS CO MARCHING IN 6:30 
(Traditional-arr. J. Teagarden) 

(Forshay Music Co.-BMI) 


A • by roulette 




WORLD OF JACK TEAGARDEN 

A TRIBUTE TO A GIANT OF JAZZ 


1. HIGH SOCIETY 4:22 (Steele-Melrose) 
(Melrose Music Corp.-ASCAP) 

2. AUNT HAGER'S - COUNTRY HOME 4:08 
( Dickenson-Conway ) 

(Mutual Music Soc., Inc.-ASGAP) 

3. ROCKIN' CHAIR 4:53 (H. Carmichael) 
(Carmichael Music Publ., Inc.-ASCAP) 

4. ST. JAMES INFIRMARY 6:17 ( Joe Primrose) 
(Mills Music, Inc.-ASCAP) 


by roulette 


Printed in U.S.A. 
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BROOK BENTON 

there goes that song again 


A combination of a gifted singer, a talented arranger, and a dozen fine songs, should 
add up to an outstanding record album. When the singer is Brook Benton, the 
arranger is Quincy Jones, and the songs are all great standards — as is the case here — 
the album adds up to a rare and truly satisfying listening experience. 

Brook Benton’s way with a ballad or a rhythm tune has established him as one of 
the country’s top vocalists. His warm ballad style has been displayed on a score of hit 
recordings, including such hit songs as “Endlessly,” “It’s Just A Matter Of Time,” 
and “A Walk On The Wild Side.” His ability to sock over a rhythm tune, and his 
compelling dramatic quality with a lyric, is amplified by his hits “Shadrack,” and 
“The Boll Weevil Song.” 

On this album Benton reveals another aspect of his multi-faceted vocal style, a 
creativeness that enables him to infuse familiar standards with excitement and 
freshness that makes them sound new all over again. And he accomplishes this with 
a vibrant, individual approach that will win him new followers in both the pop and 
jazz fields. This is a swinging Brook Benton ! 

He is complemented here by the provocative arrangements of Quincy Jones, a 
familiar name in jazz circles, who leads his own band on many Mercury recording 
dates. Jones has become one of the most imaginative arrangers for pop singers on 
today’s musical scene. Over the past few years his work has supported many top 
singing stars, and in these arrangements for Benton he has managed to display his 
extraordinary musical gifts without ever overwhelming the singer. Jones’ arrange- 
ments are showcases for Benton’s vocals and add tasteful musical backings to the 
singer’s heartfelt performances. 

Benton’s approach to the standards in this album indicates his versatility as a 
singer. “All Of Me” receives a lusty, driving performance from Benton that builds in 
excitement with each chorus, sparked by a lilting arrangement from the Jones crew. 
“When I Grow Too Old To Dream” is charged with an electric quality through 
Benton’s spirited vocal and Jones’ unique arrangement. 

There’s a light, bright touch to “Breezin’ Along With The Breeze,” and a tender 
Benton vocal on the lovely “I Love Paris,” Cole Porter’s tune from the Broadway 
musical “Can Can.” The Benton style is most appealing on the moody “Blues In The 
Night” and the poignant “Let Me Sing And I’m Happy.” These, and all of the other 
standards in this album, including “I’ll Get By,” “After You’ve Gone,” “There Goes 
That Song Again,” “I Didn’t Know What Time It Was,” “I Don’t Know Why I Love 
You Like I Do,” and “Trouble In Mind,” are all stamped with Benton’s individual 
approach, plus the precise, rich work of the Jones orchestra. 

At the end of “All Of Me” Benton shouts out to Jones: “Quincy, let’s do it — 
again !” and they do. This completely unrehearsed remark is an indication of how 
much Benton enjoyed singing these songs, and how much Jones and the musicians 
enjoyed playing them. The same happy spirit permeates all of the tunes on the album. 

HI-FInformation 

This album vjuh recorded both monaurally and stereophonic ally at Fine Recording Studio, New York City with George Piros 
at the engineering controls. Instruments and mikes were: Voice — Telefunlcen; Strings — T clef unken; Drums — BKB; 
Guitars— BX Percussion — BX 55 ; Reeds — Tele/ unken; Trombones — BX 55; Trumpets— IiX 55; Piano— Telefunkcn; 
Celeste — Tele/ unken; Bass — BK 5. The sessions were recorded on Ampcx tape recorders at a speed of 1 5 inches per second. 


Shelby Singleton 
Mercury Recording Director 





SR 60673 

ALSO AVAILABLE VN MONAURAL MO 20aJj 

This is a true stereophonic disc record recorded in accord- 3 93 
ance with standards developed by the Record Industry 
Association of America, Inc. 



with 

the 

quincy 

jones 

orchestra 


WHEN I GROW TOO OLD TO DREAM 

( Sigmund Romberg & Oscar Hammerslein, 2nd), Robbins Music Corporation, (ASCAP) 2:15 

THERE GOES THAT SONG AGAIN From the motion picture “Carolina Blues” 

( Sammy Cahn & Jule Slyne), Skidmore Music Co., Inc., (ASCAP) 2:29 

ALL OF ME 

( Seymour Simons & Gerald Marks), Bourne Co., (ASCAP) & Marlong Music, Inc., (ASCAP) 2:32 

I LOVE PARIS From “Can-Can” 

(Cole Porter), Buxton Hill Music Corporation, (ASCAP) 2:57 

I DIDN’T KNOW WHAT TIME IT WAS From “Too Many Girls” 

(Lorenz Hart & Richard Rogders), Chappell & Co., Inc., (ASCAP) 2:01 

TROUBLE IN MIND 

(Richard M. Jones), Leeds Music Corporation, (ASCAP) 2:52 

BLUES IN THE. NIGHT 

(Mercer & Arlen), Remick Music Corp., (ASCAP) 2:32 

I DON’T KNOW WHY (I Just Do) 

(Roy Turk & Fred E. Ahlert), Cromwell Music, Inc., (ASCAP) & Fred Ahlert Music Corporation, (ASCAP'} 2:28 

BHLEZIN’ ALONG WITH THE BREEZE 

(Gillespie, Simons <£ Whiting), Remick Music Corp., (ASCAP) 2:50 

AFTER YOU’VE GONE 

(Henry Creamer & Turner Layton), Mayfair Music Corporation, (ASCAP) 2:16 

I’LL GET BY (As Long As I Have You) 

(Fred E. Ahlert & Roy Turk), Cromwell Music, Inc., (ASCAP) & Fred Ahlert Music Corporation, (ASCAP) 2:58 

LET ME SING AND I’M HAPPY 

(Irving Berlin), Irving Berlin Music Corporation, (ASCAP) 2:25 


Arrangements by Quincy Jones 





Printed In U.S.A. 



This Mercury STEREO record has been cut with variable groove sparing and electronic groove depth control, thus 
producing a 2-channel disc of exceptionally wide dynamic range, reliable stylus tracking throughout the frequency range, 
and startling clarity and definition of instrumental timbres. . .. 

This Mercury STEREO record should be played according to the RIAA standard with <i stereo reproducing cartridge 
having a stylus tip not exceeding .7 mil. For best results, be sure that your two loudspeakers ami amplifiers are correctly 
balanced in terms of output and phase, and that the loudspeakers arc placed in the room so as to provide an even spread 
of sound” from one to the other. 


Vendor 

Mercury Record Corjwration 
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DESIGNS 

RECORDS 


^ W .9' 


,99 DLP-183 


STAN 



AND THE ANGELS SWING 
DON’T WORRY ’BOUT ME 



ARDELL 



DOUBLE OR NOTHING 
J.C’S THEME 
HIGH AND LOW 
MOTLEY’S JAZZ 


GRAY’S THING 
GG TENOR 








RAY CHARLES 
SDLP-145 


DELLA REESE & 
GLORIA LYNN 
SDLP-150 


DESIGN 


THE ORIGINAL DORSEY 
BROTHERS ORCHESTRA 
SDLP-147 


NORO MORALES 
SDLP-86 


SAMMY DAVIS, JR. 
SDLP-146 


IN SPECTRA-SONIC-SCUND 

Here, in this DESIGN SPOTLIGHT SERIES, we have those 
recordings necessary to make a record collection great. 

. .Records for the collector. . . 

Some of these recordings in their original pressings 
are worth up to $35 each at auction. We have made 
arrangements to bring you these great sounds at a 
fraction of their original cost. 

The masters are cut on Scully iathes with Westrex 
feed back cutters to produce a disc exceptionally free of 
surface noise. RIAA crossover is at 500 CPS 
Rolloff, 13.75 DB at 10 KC. 


EMIL GILELS PLAYS 
TCHAIKOVSKY 
1st PIANO CONCERTO 
SDLP-152 


G A 

Printed in U.S.A. 


EDDIE CONDON 
& HIS ALL STARS 
SDLP-148 


CHARLIE SPIVAK 
SDLP-72 


CLAUDE THORNHILL 
SDLP-50 


THE FABULOUS 
INK SPOTS 
SDLP-125 


WRITE FOR YOUR COMPLETE LIST JAZZ ALL STARS 

OF STAR STUDDED RECORDINGS SDLP-153 

© 1962 PICKWICK INTERNATIONAL, INC., L.I.C 1 N Y 


DAVID OISTRAKH PLAYS LALO: 
SYMPHONIE ESPAGNOLE 
SDLP-151 


STEREO 

SPOTLIGHT 
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GS 1400 



NEW SHOES 

AROUND THE WORLD WITH ME 

JINGLE BELLS CHA CHA CHA 

BILL BAILEY 

LOCH LOMOND 

SOLID GOLD CADILLAC 

HIT THE ROAD TO DREAMLAND 

ZING WENT THE STRINGS OF MY HEART 

THAT CERTAIN FEELING 


AROUND THE WORLD WITH ME 


STARRING 


PEARL BAiLEY 


GS 1400 


AROUND THE WORLD WITH ME 


STARRING 


PETRI, BTiLEY 


TITLES 


SIDE 1 


Bill Bailey 
New Shoes 

Jingle Bells Cha Cha Cha 
Solid Gold Cadillac 
Zing Went The Strings 
Of My Heart 

Starring PEARL BAILEY 



TITLES SIDE 2 

Loch Lomond 

Hit The Road To Dreamland 
That Certain Feeling 
Around The World With Me 

Starring PEARL BAILEY 


LOOK FOR THESE ADDITIONAL GUEST STAR ALBUMS 
IN YOUR FAVORITE STORE 

In Guest Star Records you will find a superb selection of the finest 
music enhanced by the guest appearances of America’s leading 
musical talents. 


G 1400 

Around The World With Me — PEARL BAILEY 

G 1401 

The Original DUKES OF DIXIELAND 

G 1402 

Big Bands Are Back! — COUNT BASIE 

G 1403 

Piano Greats — ERROL GARNER 

G 1404 

The Port Of Love — JULIUS LA ROSA 

G 1405 


Quest Star PEARL BAILEY is America’s favorite chanteuse of intimate and so- 
phisticated songs, done in her own inimitable fashion Once you have heard Pearlie 
Mae, you will join the ranks of her many fans clamoring for encores. 

Born in Newport News, Virginia, Pearl migrated to Philadelphia with her family. 
At the age of 13 she won an amateur contest that started her on a career in show 
business. 

Signed as a single to appear at the Village Vanguard in 1941, Pearl created a 
sensation and moved uptown to New York’s smart East Side Club,'the Blue Angel, where 
she played a smash hold-over engagement. Then followed a period under USO auspices 
and a return to the night club and vaudeville circuits. She has won rave notices for 
her stage debut in “St. Louis Woman” and has since followed up with solid performances 
in Arms and the Girl and “Bless You All”. Her most recent Broadway appearance 
was in “House Of Flowers”. 


Songs America Sings — JIMMY RODGERS 

G 1406 

Rock & Roll Party — FRANKIE LYMON 

G 1407 

Latin Spectacular — TITO PUENTE 

G 1408 

Italian Holiday — DI MARA SISTERS 

G 1409 

Sing-A-Long — HUGO & LUIGI 


Bringing her relaxed style to television, Pearl scored on all the top video stanzas 
including the Milton Berle Show, the Ed Wynn Show, “Show Of Shows”, “This Is 
Show Business , and “Showtime USA”, and “The Perry Como Show”. 

Pearl is rather tall and willowy, with long, tapering expressive hands that fluently 
translate her ideas. Her sing-talk lazy style and constant ad-libbing blend a salty humor 
into her delivery via subtle gestures and intimate phrasing. 

In motion pictures, Pearly Mae has also scored a number of triumphs. Most 
recently, she was seen in “Carmen Jones” and “St. Louis Blues”, the movie biography 
of W. C. Handy. 

Pearl is known to her record fans by her smash recordings of “That’s Good Enough 
For Me”, “Get It Off Your Mind”, “15 Years”, “Tired”, “Legalize My Name”, and 
of course, “Two To Tango”. 

Pearl Bailey is unquestionably one of the brightest lights in the entertainment 
world. Enjoy her unique renditions of your favorites: “Bill Bailey Won’t you Come 
Home?”, “Loch Lomond”, “That Certain Feeling”, and “Jingle Bells Cha-Cha-Cha”. 
It is with pride and pleasure that Guest Star brings her superlative artistry to you. 
f earl Bailey s exciting style brings a richness and color to the songs you have always 
enjoyed — but never so much "as now! 


TECHNICAL DATA 

This record represents the finest quality of multi-channel recording that can be 
achieved through the finest equipment available today. 

All of our material is recorded on Ampex tape machines using a multiple micro- 
phone technique, so that a microphone whose qualities best suit the instrument 
being recorded can be used to give optimum in sound reproduction. Microphones 
used are: Telefunken U-47, U-48, KM-54, KM-56; Western Electric 639A, 
RCA-44-BX; Beyer M-160 and Sony C37A. 


Criie^f Star 

RECORDS 

A PRODUCT OF 

SYNTHETIC PLASTICS COMPANY 
NEWARK, N.J., U.S.A. 




THE YELLOW SUBMARINE • SKIP TO MY LOU 
BLOW THE MAN DOWN • SAILOR’S ALPHABET • 




& Other Songs of Fun Featuring The Happy Time Children’s Chorus & Orchestra 
THREE PIRATES • NICK NACK PADDY WHACK • POP GOES THE WEASEL . SAILING, SAILING 
TAKE ME OUT TO THE BALL GAME • SIDEWALKS OF NEW YORK • BE KIND TO YOUR PARENTS 


309-1231 



HT-1001 


Peter and The Wolf 



Small 

Fry 

Leading Educational and Musical authorities have combined 
their talents to choose the list of selections and stories pre- 
sented on HAPPY TIME RECORDS. 

These HIGH FIDELITY LONG PLAYING RECORDS are de- 
signed to present the child with a complete program of songs, 
stories and games to cover all phases of development from 
ages 2 to 9. 

The foremost aims of HAPPY TIME RECORDS is for children 
to find FUN in music; and provide them with happy sounds as 
they grow up, as well as fond memories of their childhood in 
future years. 

Parents, too, will be pleased bv the content and child’s 
reaction to these recordings. HAPPY TIME RECORDS are 
recorded exactly the way a child will enjoy hearing them; and 
on material that is unbreakable in normal usage, even under 
the rigorous treatment they are sometimes subjected to by 
young children. 


HT-1002 Music from “Babes In Toyland" 

HT-1003 Mother Goose Favorites 

28 Best loved songs for children 

HT-1004 Songs from Walt Disney and Others 

HT-1005 Sing Along for Children — Vol. I 

HT-1006 Happy Crickets 

Featuring The Chipmunk Song 

HT-1007 Happy Birthday — Party Time 

HT-1008 Lullabies 

HT-1009 The Little Engine That Could 

and other Railroad Songs and Sound Effects 

HT-1010 Bedtime Stories and Songs 

HT-1011 25 Nursery Rhymes and Stories — Vol. I 

HT-1012 TV and Movie Favorites for Children 

‘‘Huckleberry Hound” — “Yogi Bear" — 

“Wyatt Earp” — “Nick Nack Paddy Whack”, etc 

HT-1013 Hymns for All Children 

HT-1014 Kiddy Pop Parade 

Do-Re-Mi — Yellow Rose of Texas 
Skip to My Lou — Bluetail Fly, etc. 


Printed in U.S A 


tPB 


(§) Pickwick International Inc.. L I. C. 1. N. Y. 




FEATURING 

• Baby Oh Baby 

• What’s in an angels eyes? 

• Pleading no more 


PLUS 9 MORE 
GREAT SELECTIONS! 
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Side One 


1. Baby Oh Baby 

2. On My Honor 

3. A Toast To Your Birthday 

4. Baby, Walk On In 

5. Pleading No More 

6. Deep In My Heart 


Side Two 


1. Happy Holiday 

2. What’s In An Angels Eyes 

3. My Cherie 

4. Explain It To Me 

5. Don’t Say Goodbye 

6. Better Forget Him 


0 90431 5077 1 


A PRODUCT OF COLLECTABLES RECORDS CORP 
BOX 35, NARBERTH, PA 19072 
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EARL LEWIS AND THE CHANNELS 
New York’s Finest— 

The Best of- COL-5012 

The Closer )bu .4 re • Stars In The Sky • My Loiv Will. \ever Die 
• The Girl Next Door • What Do )ou Do (Fast l cr.) • My Heart Is 
Sad • The Gleam In Your Eyes • Abut )bu Know • I Really Love 
You • Bye Bye Baby • My Loving Baby • What Do Hxi Do (Slow 
KrJ • Flames In My Heart 


SONNY TIL 
AND THE ORIOLES 

Greatest Hits— COL-5014 

Crying In the Chapel’ • It's Ibo Sotw Tb Know • Chapel In The 
Moonlight • Secret Love • I Miss You So • Back 1b The Chapel 
Again • Lonely Christmas • Don't Tbll Her • What Happened Tb 
Yhi • Don't Mess Around • Xew K’ors Eve • Un/e and THl Me 
iV7jy • Wobble • Hey Little Ifbman 


THE 5 SATINS 

Sing Their Greatest Hits— COL-5017 

In The Still of The Ml t • Shadous • Wonderf ul Girl • Til Be 
Seeing H tu • The Masguerude Is Over • Oh Happy Day • 

.1 Million Tb One • lb The Aisle • All Mine • Our \nnnersary • 
Do )bu Remember • Candle Light • The Time • Wishing Ring 


: Nl’TMEG’S 
itcst Hits— 


COL-5018 


Untold • Key Tb The Kingdom • The Ship Of bn e • 

' retina Sorrows • Gift Of Gabbm s llbmdn • Make He Los e 


THE SHELLS 

Everyone who followed popular music in the early 1960's remembers the 
classic urban harmony group, the Shells, for their hit record, "Baby Oh 
Baby What is not so well known, is that the song was actually recorded 
three years prior to it making the charts in late 1960. In tact, the original 
Shells, had long since disbanded by the time the record became a hit! 

The original Shells came from Brooklyn and were led by tenor Nate 
Bouknight. The passage of time has obscured the names of the rest of the 
members of this group. What is known is that the Shells were first 
discovered and recorded by Hiram Johnson, brother to the famous 
bandleader, Buddy Johnson. Hiram Johnson’s Johnson record label also 
gave a start to another well known vocal group, the Dubs. 

The original Shells first recorded in 1957, waxing sides like “Baby Oh 
Baby ’What Do You See In An Angel’s Eyes”, "Explain It To Me”, "Don’t 
Say Ooodbye , Pleading No More” and “My Cherie”. “Baby Oh Baby” 
was popular locally, but failed to click nationally and the group broke up. 

In 1958, Hiram Johnson had put together a new group of Shells, 
consisting of Bobby Nurse (first tenor), Shade Randy Alston (second 
tenor), Gus Geter (baritone) and Danny Small (bass). Nate Bouknight was 
persuaded to rejoin the group and the new Shells recorded for End records 
( ‘Sippin Soda”). By 1959, Nate had again left the Shells and was replaced 
by lead singer, Roy Jones. This group recorded briefly for Roulette records. 

The Shells’ story took a sudden turn for the better in 1960, when R&B 
vocal harmony connoisseurs Wayne Stierle and Donn Fileti convinced 
Johnson records to repress "Baby Oh Baby”. Through their persistent 
efforts, Stierle and Fileti were able to get air play for “Baby Oh Baby” and 
the record broke into the national Top-20 charts. Nate, who had in the 
meantime recorded with Nate and the Chryslers (“Someone Up There”), 
rejoined the second Shells group for appearances and new recordings. 

Back in the studio, the Shells recorded "An Island Unknown”, “Better 
Forget Him”, “Can’t Take It", “In The Dim Light Of The Dark”, “O-Mi 
Yum-Mi Yum-Mf and a more polished version of “Explain It To Me” for 
Johnson records. 

The short-lived success of "Baby Oh Baby" was not enough to keep Nate 
Bouknight with the Shells. After experimenting with a new lead for one 
record, Roy Jones was brought back for recordings of “Happy Holiday”, 
“Deep In My Heart”, "A Toast To Your Birthday" and “On My Honor”. 
“Happy Holiday" received air play as a Christmas song, in spite of the fact 
that it is not about Christmas. The other sides were only marginally 
successful, despite being fine vocal harmony songs. 

The Shells remained relatively inactive until Wayne Stierle brought back 
the quartet of Nurse, Alston, Geter and Small for an acappella album in 
1966. Collectable s records now presents the greatest hits of one of the 
finest of the New York vocal groups, the Shells. 

References: “The Shells - Parts 1, 2, 3”, Wayne Stierle, B/m Bam Boom 7, 

8, 9. 

Charlie Horner 

“The Rhythm & Blues Show” 

WXPN-FM Radio, Phila. 

Saturdays, 2 - 5 PM 

Other Great Albums and Tapes 
Available From Collectables 


THE DELL VIKINGS 
The Best of— 


COL-5010 


Come Go With Me • Don't Be A Fool • What Made Maggie Run 

• Over The Rainbow • Gillette • Down In Bermuda • )ou Say 
You Love Me • Whispering Bells • How Can I Find Thie lxn\ 

• Tm Spinning • A Sunday Kind of Love • l Want Tb Marry ) bu 

• Itfcn / Come Home • Watching The Moon 





MEET 

THE 

NOBLES 


TS-1000 

Long playing 
Full fidelity 



> I, I 


THE 

TIMETONES 


MEET Tin: NOBLES 


THE TIMETONES 
Side one 

1 - IX MY HEART 

( Smith- Johnson ) 

2 — MY LOVE 

( LaRue -Johnson ) 

3— I YE GOT A FEELING 
( LaRue -John son ) 

4— PRETTY, PRETTY GIRL 
( Glozck- Johnson ) 

5 — GET A HOLD OF YOU SELF 
(Roger LaRue) 

6— THE HOUSE WHERE LOVER’S DREAM 
(George Ealev) 

7— ANGELS IN THE SKY' 

(Ti me tones) 

8— SUNDAY KIND OF LOVE 

( Leonard- Bell-Rhodcs-Prima ) 


THE COBLES 
Side two 

1— POOR ROCK ’N ROLL 
( Kusell-Giam-Trinathi) 

2 — TING-A- LING 

( Bernardo - Kugel 1- Giam ) 

3 - THE SEARCH 
(G. Pitnev) 

4 - WHY' BE A FOOL 
(Nobles) 

5- DARKNESS 
(G. Pitnev) 

6 - CRIME DON'T PAY 
(The Nobles) 

7 - SCHOOL DAY CRUSH 
(Kugell-Giamettei-Cosenza) 

8 - SCHOOL BELLS 

( Krondes-Evans- Jacobt • J 



THE BEST OF 
THE FIVE KEYS 

VOLUME-4 


FEA 


RUDY WEST 


. 



THE BEST OF THE FIVE KEYS 



FEATURING RUDY WEST 


ft 



Side one 

1 PEACE AND LOVE 

(Chuck Willis) 

2 MY PIGEON'S GONE 

()ohn Davenport) 

3 C'EST LAVIE 

( 

4 DREAM 

( 

5 ALL I NEED IS YOU 

( 

6 'CAUSE YOU'RE MY LOVER 

(Sherm Feller-Goldie Tyler) 

7 GEE WHITTAKERS 

(Winfield Scott ) 


Side two 

1 LING TING-TONG 

(Mable Godwin) 

2 I'M ALONE 

(Gayton-Jones-Mendel Sohn) 

3 EMILY PLEASE 

(Earl Shuman-Alden Stuman) 

4 HANDY ANDY 

(Ollie Jones) 

5 DO ANYTHING 

(Clyde Otis-Ivory Joe Hunter) 

6 IT' A CRYIN' SHAME 

(Guy Wood-Aaron Schroeded) 


CH-1000 

Long playing 
Full fidelity 


I 
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VOLUME ONE 


SOME OF THE BEST 

OF 

VOCAL GROUP 
HARMONY 


The Vocal Group Sound of the 1950’ 's is again growing in tremendous popularity 
among the lovers of this type of music. The Lovers of this sound should be pleased with 
this album, because it contains some of the most sought after, and best sounding records 
the 1950’s had to offer. 

This type of sound has captured the ears and hearts of many since 1969 when the 
so-called revival was started by the late Gus Gossert. Gus, a New York D.J. who had 
it in his heart to spread this sound again to the New York area, first aired his show in 
1969. He captivated his audiences with the sound, something that had not been done in 
New York since the early 1960’s. What Gus did in his few years on radio, was to spear- 
head a movement that has lasted 1 1 years and is still going strong. 

And spread it he did! New record shops (much like the legendary Times Square 
Record Store owned by Irving “Slim” Rose) have opened catering to the collector with 
t ie sale and promotion of vocal group records. One of the most surprising aspects of 
what has been happening, is the amount of new groups that have formed, and who are 
releasing old standards with the sound on various independent labels. On the same note, 
is the tremendous efvort that is being made by some of the original groups from the 
original era. re'orrring and making a great comeback, due to the never-dying sect of the 
vocal group harmony sound. 

Included n jw in this sect, are the new comers to this music. These people, who never 
realized this music because of their young age when most of this material was first 
released, are now climbing the walls trying to obtain this original material. If this is the 
case, then this album is for you! Lastly, for the people that do remember these records 
and still love the sound, then this album is also for you! 

As said before, this album features some of the best records ever recorded, both 
uptempo and slow. When you play it, sit back and listen, and let your mind go back. 
Go back to when these people were just teenagers singing out their hearts on the street 
corners, in hallways and when they were actually standing in recording studios recording 
these songs. 

Then start tapping your toes, snapping your fingers, and get up and dance. But 
mostly, keep the sound and memories in your heart. Keep it treasured there forever 

you’ll never regret it! 


SIDE A - Uptempo 

1 Really Wish You Were Here 
The Keynotes 

2. Lamplight 

The Deltas 

3. Come On Back 

The Ramblers 

4. Woe Woe Baby 

The Personalities 

5. Walkin’ With My Baby 

The Vocal Tones 

6. Roach’s Rock 

The Temptations 

7. Heartbeat 

The Whirlwinds 

8. Do You Love Her 

The Impressors 

9. Hy Wocky Toomba 

The Mighty Jupiters 

SIDE B - Slow 

1. My Life My Loved One 

The Incredible Upsetters 

2. How Can I Love You 

The Swinging Hearts 

3. Angel Mine 

The 5 Playboys 

4. Lonesome For You 

Frankie Greer Quartet 

5. Devil You May Be 

Miriam Grate and the Dovers 

6. Dear Don 

The Metronomes 

7. Somehow 

The Ballads 

8. Teardrops 

The Vala Quons 

9. Angel Of My Dreams 

The Sonnets 
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PLAY-A LONG 
Book & Record Set 


VOLUME 43 




m GROOVIN' HIGH 

- k 4#i ! I 1 m , 

W ALL THE THINGS YOU ARE ^ 

I A NIGHT IN TUNISIA \ 

6 

AFTERNOON IN PARIS 

1 

\ I'LL REMEMBER APRIL 

/ 

[ 

1^ WEST COAST BLUES i 


Ik BLUESETTE A 

\ HIGH FLY 

DAN HAERLE - Piano 


TODD COOLMAN - Bass 
STEVE DAVIS - Drums 


A New Approach To Jazz Improvisation 




;[ I 1 



..'A 1265 STEREO 




SIDE ONE 


Tuning Notes: "Bb" and "A" Concert 


Due to an are sli^tlV 

tuning notes track3 

nat in Te IN TUNE - A=44°- We apologue 
of music are in 

for the incorwience . 
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3. 

4. 


GROOVIN' HIGH 
ALL THE THINGS YOU ARE 
A NIGHT IN TUNISIA 
AFTERNOON IN PARIS 



A Product of JA RECORDS 


eAs 


RECORDING ENGINEER - Steve Good 
PIANO TECHNICIAN - Steve Presley 
COVER & GRAPHICS - Pete & Susan Gearhart 
ENGRAVING - David Silberman 


Produced by Jamey Aebersold 
1211 Aebersold Drive New Albany, IN 47150 


VOL. 1 A NEW APPROACH to JAZZ 


IMPROVISAT ION. New Revised 5th Edition! 
Beg./lnt. level. Chapters on melody, modes. Blues 


scale. Pentatonic scale use. ear training, articula- 
i tion. Blues melodies, chromaticism, etc. All scales 
t and chord tones written in each measure. Con- 
tains Blues in F & Bb. Dorian minor frocks, 
codences, cycles, ll/V7's and more. For ALL 
instruments. Often called the "Most Widely Used 


‘Improv Method On The Market". 


VOL. 2 NOTHIN BUT B LUES. Beg./lnt. level 
11 different Blues in various keys and tempos 
with great melodies — some harmonized! This 
| volume is truly fun to play with. Rhythm section 
really grooves. All scales and chord tones written 
in. New section on how to play the blues. 


VOL. 3 THE II/V7/I PROGRESSION. Int. 

) level. Probably the most important musical se- 
- auence in modern jazz. A MUST for jazz 
1 players. If you have been working on scales and 
) chords, this set is for you! Book and supplement 
I with 120 written patterns to be used with record. 


V OL. 4 MOVIN'ON. Int./Adv. level A 
challenging collection of Aebersold & Haerle 


l tunes. Each song has melody and chord progres- 
sions transposed for all instruments. Dan Haerle. 

; piano; Rufus Reid, bass; Charlie Croig, drums. 


VOL. 5 TIME TO PLAY MUSIC . level. A 
j cr <at set to use when making the transition from 
I learning scales and chords to actually improvis- 
I ir>! i on given melodies and chord progressions. 

Eiijht songs that are written in the style of the 
| gr.-at jazz standards. Suggestions for building 
, so os for each song. 


VOC 6 "ALL BIRD* . Int./Adv. level. 10 songs 
written by the great Charlie Parkei. Excellent way 
to Jeorn Bebop. Rhylhm section is Ron Corter, 
bass; Kenny Barron, piano; Ben Riley, drums. 
Tr.-mendous feel on record. Bebop if the music of 
'he future. 


VOL. 7 MILES DAVIS. Int./Adv. level. 8 classic 
originals written by Miles Davis. Four, Milestones, 
Tune Up. The Theme and 4 more. Miles' most 
popular tunes of the Fifties. Fun to ploy with 


VOL. 8 SONNY ROLLINS. Int./Adv level. 
These songs represent a large portion of the jazz 
player's vocabulary. They are all considered jazz 
standards. Songs range from simple to complex, 
i slow to fast. Doxy, St. Thomas. Blue Seven, Volse 
Hot, Oleo, Airegin, etc. 


VOL. 9 WOODY SHAW. Int./Adv. level 
Originals written by Woody Shaw. These songs 
are o departure from the typical Bebop jazz 
melodies and chord progressions. Most of these 
songs have been recorded by Woody Shaw, 
Rhythm section: Ronnie Mathews, Stafford James 
and Louis Hayes. 


VOL. 1 0 DAVID BAKER. Int /Adv level This 
set is a sleeper! 8 songs by one of the finest jazz 
educotors in the world. A wide variety of styles 
and tempos. Unusual chord progressions. Dan 
Haerle, Rufus Reid, Jonathan Higgins or Charlie 
Craig. 


VOL. 11 HERBIE HANCOCK. Bea /In. level 
This set contains a lot of variety swing, rock, 
modal, funky. Contains Maiden Voyage and 
Watermelon Man plus six more. Ron Carter, 
boss; Kenny Barron, piano; Billy Hart, drums. 


VOL. 12 DUKE ELLINGTON. y a || 

classics everyone should learn. Some of the 
no>i famous jazz standards in the worldl Satin 
Mil. Perido. "A" ham. Solutide, Mood Indigo, In 
a Senh Mint a! Mood, Sophisticated Lady, etc. R. 
CartK-, K. Barron, piano; Billy Hart, drums 


$9.95 

per set 
LP & Book 
(unless indicated) 



1988 JAMEY AEBERSOLD . 


We're changing the way people practice! 


HOW TO USE. . .each volume contains a quality 
stereo record and a coordinated booklet with parts 
FOR ALL INSTRUMENTS. The volumes do not 
necessarily get progressively more difficult. 


The special stereo separation technique is ideal for 
use by rhythm players. The left channel includes 
bass and drums, while the right channel includes 
piano or guitar and drums (except Vol. 29). 
Popularly termed “The Most Widely Used Improvisation 
Method On The Market!" Suggested order of study: 

Vol. 24, 1, 21, 2, 3, 5 


VOl. 13 CANNONBALL ADDERLEY. Ini, 
level. This is an album with a happy sound. A 
very Bluesy oriented group of songs made 
famous by the Cannonball Adderley Quintet. 
Rhythm section is Sam Jones, bass; Ronnie 
Mathews, piano; Louis Hayes, drums. 


VOL. 14 BENNY GOLSON. Int /Adv level 8 
jazz classics! This set gives you something to think 
about and can help raise your level of playing. 
Benny is one of the most popular jazz composers 
alive. This set was produced by the composer 
himself! Patrice Rushen, Bob Magnusson & Roy 
McCurdy. 


VOL. 15 PAYIN' DUES. Int./Adv. level. Don't 
overlook thjr, one! Most musicians agree, this is a 
murh needed set of songs based on chord pro- 
gressions to standards. Rhylhm section is Ron 
Corter, bass; Kenny Barron, piano; Grady Tate, 
druris. Nine songs in all. 


VOL. 16 TURNAROUNDS, CYCLES & 
ll/V7'». Int./Adv. level. If you have been work- 
ing on playing scales, chords and harmony in 
general, this set is the next step towards getting 
your nars and fingers coordinated. This 2-record 
set is a continuation of Vol. 3, but in much more 
depth. $12.95 (2 LP's and Book) 


VOL. 1 7 hORAOE SILVER. Beg /Int l< i 

These songs are Q'/od all year 'roundl Ron 
Carte/, Kenny Barron and Al Foster make those 
eight songs really come to life. Contains Song for 
My Father The Preacher, The Jody Grind, Sister 
Sadie, Njtville, Peace, Silvers Serenade. Gregory 
Is Here. 


VOL. 18 HORACE SILVER. Int /Adv I. I 
This set is a challenge but worth your every ef- 
fort. Same rhythm section as Volume 17. Tempos 
are faster than Vol, 17. Songs are Strollin', Room 
608, Nica's Dream, Ecaroh, Mayroh, Quicksilver, 
Summer in Central Park and Barbara. 


VOL. 19 DAVID LIEBMAN. Int ./Adv. level 
These tunes are fresh and the chord progressions 
are not the usual found in standard jazz songs. 
There are no ll/V7's in this set. A step in a new 
direction. Rhythm section is Richie Bierach, Frank 
Tusa and Al Foster. 


VOL. 20 JIMMY RANEY. Int. level A great 
way to really study Bebop. This outstanding set 
includes transcribed solos written and played by 
Jimmy on guitar. Regular LP is used for play- 
along purposes. . the special, small EP record 
has Jimmy soloing and playing all the 10 solos 
from booklet. A new concept. All songs based 
on standards. 


VOL. 21 GETTIN" IT TOGETHER. All levels 
— vocalist & instrumentalist regardless of ability. 
This 2-LP set will quickly change the practice 
habits of many musicians. Each track covers all 
12 keysl Very thorough set. 31 different tracks to 
practice with. There is enough here to keep 
everyone busy for a long time. Price $11.95 (2 
LP’s & Book) 


VOL. 22 FAVORITE STANDARDS. All I, ,1 

A beautiful 2-LP set containing music and lyrics 
to Stella By Starlight, My Old Flame, My Ideal, 
Easy Living, The Nearness of You, I Remember 
You, . etc. Price $13.95 (book & 2 LP's) 


VOL. 23 ONE DOZEN STANDARDS. All 


levels vocalist & instrumentalist. Music and 
lyrics to 12 standards. Angels Eyes, But Beautiful. 
Everything Happens To Alt*. Here's That Rainy 
Day etc. Price $13.95 (book & 2 LP’s) 


VOL. 24 MAJOR AND MINORI All levels 
- vocalist & instrumentalist. This 2-rocord set 
covers all Major and all Minor scales in all 12 
keys. Each track is approximately 2 Vi to 3V? 
minutes long and stays in one key for duration of 
track. One record is Major, the other is Minor. 
Excellent for everyone including advanced 
players. Price $11.95 (2 LP's, BK, EP) 


VOL. 25 17 ALL-TIME STANDARDS. All 

levels — vocalist & instrumentalist. Words and 
music to 17 all-time favorites. A 2-LP set contain- 
ing: Summertime, My Foolish Heart, Have You 
Met Miss Jones, I Can’t Get Started, I Could 
Write a Book, Personality etc. Rhy. Section Hal 
Galper, Steve Gilmore & Bill Goodwin. Price 
$13.95 (2 LP’s & Book) 


VOL. 26 THE "SCALE SYLLABUS” with 
David Liebman, soprano sax & Jamey Aebersold, 
piano. For ALL levels, vocalist & instrumentalist. 
Hear solos on each scale listed on Scale Syllabus 
played simple, then complex. You can practice 
and improve tool $9.95 (2 LP's. Insert) 


VOL. 27 JOHN COLTRANE. Int /Adv level 
Great collection of Coltrane favorites, including 
Naima, Mr. PC., Some Other Blues, Like Sonny 
and more. Rhythm section is R. Carter, bass; 
Harold Mabern, piano; Adam Nussbaum, drums. 
Price $10.95. 


VOL. 28 JOHN COLTRANE. Int./Adv level 
Includes Impressions and Giant Steps (2 versions 
each), Dear Lord. Mr. Day and more. Price 
$10.95. 


VOL. 29 PLAY DUETS WITH JIMMY 


RANEY. Jimmy comps on left channel and solos 
on right. Especially helpful for guitarists & rhy. 
section players. Excellent channel separation. 


VOL. 30 RHYTHM SECTION "WORK- 
OUT”. Play with the pros, solo or comp! Tips 


from Dan Haerle, Tood Coolman, Ed Soph and 
Jack Petersen. 


VOL. 30A. Designed for Keyboards & Guitar 
VOL. 30B. IVm. iin-d for Bom & Drums 


VOL. 31 BOSSA NOVAS, to. II I 

lection of jazz musicians' favorites: Quiet Nights 
Wav v, Ipanemo Once I Loved etc. Rhy section 
is Hal Golpor, Stove Gilmore and Bill Goodwin 
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VOLUME 43 
U.S. $10.95 

SIDE TWO 

1. HIGH FLY 

2. WEST COAST BLUES * 

3. I'LL REMEMBER APRIL 

4. BLUESETTE 


PERSONNEL 

DAN HAERLE - Piano 
TODD COOLMAN - Bass 
STEVE DAVIS - Drums 
* Jamey Aebersold - Piano 
Tyrone Wheeler - Bass 


VOL. 32 BALLADS. Selected jazz ballads 
played by Phil Woods rhy. section! Includes Lover 
Man, Skylark. Lush Life, You've Changed, etc. 
Rhy. section same as Vol. 31. 

VOL. 33 WAYNE SHORTER. 19 songs 
recorded and made famous by Wayne on Blue 
Note records. Footprints, Infant Eyes, Witch Hunt. 
Block Nile. E.S.P., etc. Pace $13.95 (2 LP’s & Bk) 

VOL. 34 JAM SESSION. 18 ,azz standards 
such as Green Dolphin St., Just Friends, Invita- 
tion. Laura, Star Eyes, Secret Love. etc. Rhy. 
section like Vol. 31. Price $13.95 (2 LP's & Bk) 

VOL, 35 CEDAR WALTON. 9 fresh, orig.nal 
songs on their way to becoming Jazz "Stan- 
dards". Bolivia, Maestro, Ojos De Rojo and 6 
more. Cedar, piano; R. Carrier, boss; Billy Hig- 
gins, drums. 

VOL. 36 BEBOP AND BEYOND. 8 timeless 
tunes recorded by Jazz Greats for many years. 
Ladybird, I Mean You. Ray 's Idea, and 5 more. 
Ronnie Mathews, piano; Ray Drummond, bass, 
Marvin Smith, Drums. 

VOL. 37 SAMMY NESTICO. Woodshed 
solo sections to big band charts or play as com- 
bo tunes. Hay Burner, Basie Straight Ahead 
Wind Machine and 5 more. Rhy. Section Dan 
Haerle, Todd Coolman. Ed Soph. 

VOL. 38 BLUE NOT E. 7 Jazz Favorites 
recorded on Blue Note Records. Lazy Bird. Blue 
Train. Moments Notice, Recorda Ale. Isotope, 
Ceora, El Toro and more. Rhy. Section same as 
Vol. 31. (2 LP's & Bk) $13.95 

VOL. 39 "SWING, SWING, SWING". 

Fine standards include Avalon. Bye Bye 
Blackbird. Too Marvelous For Words. Blue Room. 
Sweet Georgia Brown, Oh. Lady Be Good!, In- 
dian Summer Poor Butterfly. Rhythm section is 
Hal Galper, piano; Steve Gilmore, bass; Bill 
Goodwin, drums. 

VOL. 40 "R OUND MI DNIGHT”. Favorite 
standards include I Know That You Know. If I 
Love Again. September In The Rain. Love For 
Sale, Softly As In A Morning Sunrise. Lullabye of 
Birdland Ekiys of Wine And Roses Round Mid- 
night, A Time For Love Early Autumn, You Go 
To Aty Head Nancy. I Cover The Waterfront, 
Autumn In New York, Namely You. Rhythm sec- 
tion same as Vol. 39. (2 LP’s & Bk) $13.95. 

VOL. 41 "BODY AND SOUL". Great stan 
dards include Alone Together Lover Come Sack 
To Ate, Yours Is Aty Heart Alone. You And The 
Night And The Music, Teach Ale Tonight, What 
Is This Thing Called Love. Time After Time You re 
My Everything. The Very Thought of You, Misty 
Body And Soul, What's New. When Your Lover 
Has Gone. I'm An Old Cowhand. Rhythm sec- 
tion is Dan Haerle. piano; John Goldsby. bass; 

Ed Soph, drums. (2 LP's & Bk) $13.95 

VOL. 42 BLUES. Blues in ALL keys S 
tempos. Melodies and chordAcales. Great prac- 
tice for all levels. Janies Williams, piano; Bob 
Cranshaw. bass; Mickey Roker, drums. LFV’Bk or 
Cass/Bk $10.95. 

VOL. 43 GROOVIN' HIGH. 8 greo 
classics. Groovin High. All The Things You Are, 

A Night in Tunisia Afternoon In Fhns 111 
Remember April. High Fly. BJuesette. West Coast 
Blue s. Rhythm section is Dan Haerle. piano; Todd 
Coolman, bass. Steve Davis, drums. Price $10.95. 
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TELEGRAMfl 


Poker deAses - ROB E RTO L E D E SM A • ODI LIO G ON - 
ZALEZ - DANIEL SANTOS - ORLANDO CONTRERAS 
Nice MEMBIELA Y SUS GUITARRAS BORICUAS 
Rondando tu esquino - Canton: ALBERTO ROCHI - 
HECTOR PARDO - G. VALLADARES con el Conjunto 
CASABLANCA 
FAJARDO vs Sfc.;S«CION 

NICO MEMBIELA INTERPRETA A LECUONA 
"Gardel" interpreto Gardel - en la voi de EMILIO RA 
MIL 

Mis noches sin Ti - Instrumental - Conj. de Arpas del 
Paraguay "Santa Carmen" 

Algo para Recordar - Instrumental - VIOLINES DE 
PRILA'S 

Mexicoy sus Ranch eras • con PACO MICHEL - GLA- 
DYS & LISTORIEL TORRES y Mariochi 

UN TELEGRAMA - GERMAN GARCIA con el Trio Los 
Titanesy Orq. H. Suarez 

TRIOS FAMOSOS - ServondoDiaz - Toi cu ba y T . A I - 
varer 

Romance Italiano - NAPOLEON DILHMES 

En el Juego del Amor - CELIO GONZALEZ y Con|unto 

Jovenes del Cayo 

Nuestro Juramento - canton ALBERTO GOMEZ. Cholo 
Palacios con la Orq. Tipica Argentina 
Sonar - con CARLOS DIAZ 

Regresa a Mi - LU IS DON A LD y MIGU E L de GON Z A LO 
CARLOS MONTIEL con Panchito Calimano y su Combo 
Noche y Dia - con FREDDY la creadora del "Feeling" 
ALBERTO BELTRAN (El Negrito del Batey) y BERTO 
GONZALEZ 

NovioM .a con ORLANDO VALLEJO 
AQUI ESTA EDUARDO DAVIDSON 


Epoca de Oro Vol. 1.- OLGA GUILLOT 

Canciones qu e siempre quise Grabar.- OLGA GUILLOT 

Campanitas de Cristal.* OLGA GUILLOT 

Blanca Navi dad.- OLGA GUILLOT 

Me voy pa' Moron - Orq. MELODIAS DEL 40 

Esto se pone iabroso - Orq. RIVERSIDE 

Damela qu e tu la tienes - Orq. MELODIAS DEL 40 

Sabrosona - ROBERTO FAZ y su conjunto 

TRIO CALAVERAS • Rau' Pepe y Miguel 

Una noebe en T ropi cana - Crq. RIVERSIDE 

Tiene Sabor - Orq. SENSACION 

Rascando siempre Rascando - JULIO CUEVAS 

Sigue el Sabor - 0 rq. S EN SAC ION 

Guitarra Magica - WILSON & HIS COMBO 

Guaguancb a todos lo s Barrios - ESTRELLAS DE CHO 

COLATE 

BailamiGente - 0 rq. E ST R E L L AS CU B AN AS 
Piano Magico - LEO ROSAS 

Nostal gi a H abanera - MARIA LUISA CHORENS 
El Ultimo Cuple y La Violetera - CHARANGA CUBAN/ 
LOS TEX MEX 

Poemos de Amor - OTTC SIRGO 

Alma de Mujer - NICO MEMBIELA 

Canciones de Siempre - NICO MEMBIELA 

NICO MEMBIELA canto para ti 

PANCHITO CALIMANO Y SU COMBO 

Amores de Ocasion - GONZALO BARR 

Cuentos Verdes, Pintones y Maduros - LEOPOLDO 

FERNANDEZ y TOMAS GARCIA FUSTE 

No Me quieras asi - OLGA GUILLOT 

Epoca de Oro Vol 2 - OLGA GUILLOT 

Enamorada - OLGA GUILLOT 

Sta Barbara - C E LINA y REUTILIO 

En la Intimidad - OLGA GUILLOT * MIGUELITO VAL 

DES y LOS RUFINO 


Y LOS MEJ9RES A RUST AS LATINO- AMERICANOS 


CANCIONES it 
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EVERYBODY CHA-CHA'S 


Side 1 

1. Cha-Cha-Charinete (Clarinet Cha-Cha-Cha) 

2. Yo Quiero Tranquilidad (I Want Peace) 

3. Por Que Te Empenas En Decir (Why Must You Persist In Saying) 

4. Me Lo Dijo Adela (Sweet & Gentle) 

5. El Jamaiquino (The Jamaican) 

6. Joseito (Little Josie) 

Seeco, in its continuous effort to attain the ultimate 
in sound-reproduction and to satisfy the demands of the con- 
noisseurs of popular Latin American music, proudly presents 
a new 12” High Fidelity Long Playing Record entitled 
“EVERYBODY CHA-CHA’S . . . Offered are the most versatile 
musicians and singers, who have gained acceptance and 
recognition for their outstandingly different styles and arrange- 
ments, in their, way of interpreting the new and exciting 
rhythm . . . THE CHA-CHA-CHA. 

Like most of the popular Latin rhythms, the torrid 
CHA-CHA-CHA was conceived and brought to fame and 
popularity from Cuba, the birthplace of Latin American music. 
Since its creation some years ago, it has rapidly swept 
the world at a faster rate than its predecessors the Mambo, 


Side 2 

1. Rico Vacilon (Sweet and Gay) 

2. El Tunel (The Tunnel) 

3. Oyeme Mama (Listen To Me Mommy) 

4. Aprende Cha-Cha-Cha (Learn The Cha-Cha-Cha) 

5. Este Cha-Cha-Cha (This Here Cha-Cha-Cha) 

6. Circumstancia (Circumstances) 

Rhumba and Tango. At the present time it is holding forth 
in the spotlight with the Merengue (SCLP 9051). 

Contained herein are authentic CHA-CHA-CHA 
rhythm selections as performed by artists who have basically 
the “Native Feel for this music, such as Machito and His 
Afro-Cuban Orchestra; the melodic and sensuous voice of 
Vicentico Valdes; the number one musical group of Cuba, The 
Sonora Matancera; Bobby Capo, sometimes called the “Song- 
bird of the Tropics; the beautiful blend of harmony and tempo 
of the Trio Avileno; Frank Souffront, the new voice with a 
beat; and to round out this all star cast, the peppery and ex- 
citing Trio Alegna. To use the old saw . . . Who can ask for 
anything more? ? ? ? So put this record on the player, . . . get 
on your feet . . . and . . . LET S DANCE THE CHA-CHA-CHA. 


For the high fidelity connoisseur who demands that 
his equipment operate at its fullest potential . . . 
Seeco Records are a must. 


SEECO RECORDS, INC. 


NEW YORK, N. Y. 


Printed in U.S.A. 
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Illtraphonic high fidelity 


LIST PRICE $3.98 


World Famous Music by World Famous Artists on 12 inch long playing records 

LIGHT CONCERT-ORCHESTRAL 


1693 ALBERT SPALDING'S ENCORES 

1688 COPLAND: Rodeo and Billy Tho Kid 

1680 GERSHWIN'S GREATEST SUCCESSES: Porgy and 

Boss Suite, Dream of Olwen, Rhapsody In Blue, 
Manhattan Serenade- THE BROADWAY SYMP. 
JAZZ ORCH., Featuring SUZANNE AUBER, 

Pianist „ . . 

1675 ALBERT SPALDING Plays: Beethoven Sonata No. 

9 in A Minor, Op 47 ' KREUTZER SONATA 
Recorded at Boston University with Julos 
Wolffers, Pianist 

1662 Tschaikowsky— PIANO TRIO IN A MINOR, Op. 50 
-Modcrato assal-Allegro giusto, etc. -EMIL 
GILELS, Piano; MSTISLAV ROSTROPOVITCH. 
Cello. LEONID KOGAN, Violin 

1657 DAVID OISTRAKH Recital with MOSCOW STATE 
PHILHARMONIC 

1631 SAINT-SAENS — CARNIVAL OF THF ANIMALS— 
Symphony No. 2 in A Minor — HAMBURG 
PHILHARMONIA ORCHESTRA 

1630 EGON PETRI Plays Brahms: Rhapsody No. 1, 
Rhapsody No. 2, etc. 

1628 OFFENBACHI ANA Featuring GAITE PARISIENNE 
BALLET— JEAN ALLAIN, Conductor 

1618 EGON PETRI Plays LISZT: Rhapsody XII, Spinning 
Song (Wagner- Lisrt), Jeu* D Eaux, Ricordanxa, 
Sonnet No 1, 2, 3 

1609 GERSHWIN AN AMERICAN IN PARIS, and 
— GROFE : (Mississippi Suite) Mardi Gras, 
Huckleberry Finn, (Grand Canyon Suite) On 
The Trail 

1558 EGON PETRI. Pianist, plays BEETHOVEN: 

Sonata in E. Sonata in A Flat 

1587 VERA APPLFTON and MICHAEL FIELD— 

Piano Duo Play Johann Strauss— Blue Danube, 
Arties' Life, etc 

1577 MIKLOS SCHWALB. Pianist, Plays Chopin, 

Strauss, Mozart 

1573 FAMOUS COMPOSERS PLAY THEIR OWN 

COMPOSITIONS: Grieg, Saint-Saens, Mascagni, 
Faure. DeKoven, Dohnanyi, D'lndy, etc. 


1565 AN HOUR WITH DEBUSSY: Potlto Suite, Beau 
Solr, Reverie, Clair de Luno, Proludos, etc. 

1562 SOULIMA STRAVINSKY Plays HAYDN: 

Piano Sonatas— Sonatas No. 19, No. 31, No. 32, 
No. 13 

1560 BACH: THE ART OF THE FUGUE— 

Berlin Symphony Orchostra 
1549 RACHMANINOFF plays RACHMANINOFF 
1537 AUBER OVERTURES: Fra Diovola, Masked 
Ball, etc. 

1534 SCHUBERT: 10 German Dancos, Overture In C— 
SMETANA: My Fathorland, Tho Bartcrod Bride 
1533 BALLET MUSIC: From Undine (Lortxing); From 
Idomonoo (Moxart), etc. 

1532 BACH: The Musical Offoring 
1531 RACHMANINOFF: Rhapsody on a Thomo of 
Paganini, Op. 43— 

HAYDN: Symphony No. 7 In C "Lo Midi" 

1530 BIZET: L'Arlosienne Suites No. 1 and 2— 
HAYDN: Toy Symphony; Ippolitov-lvanov: 
Caucasian Sketches 

1517 COPLAND: El Salon Moxico, Anciont Flamenco 
Music Tipica— Juan Aguil, Guitarist 
1513 COPLAND: Appalachian Spring (Ballot Suite) 
Symphony No. 3 

1511 BEETHOVEN: Violin Sonata "Spring" No. 5 in 
F, Op. 24— Sonata No. 8 in G Major, Op. 30, 
No. 3 

1510 MUSIC AND SONGS OF ASIA 
1486 CHOPIN: Preludos and Ballads 
1485 RICHARD STRAUSS: Death and Transfiguration, 
Op. 24— RESPIGHI: Trittico Botticelliano 
1479 BEETHOVEN: Pathetique Sonata for Piano No. 8 
in G, Op. 13 

1475 AN HOUR WITH GRIEG 

1474 AN HOUR OF PIANO ENCORES 

1472 AN HOUR OF SPANISH AMERICAN MUSIC 

1471 CHOPIN SONATAS: Sonata No. 2 A 3 

1470 SCHUBERT: Moments Musicale: Variations Liszt; 

LISZT: Rhapsodic Espagnole— Etudes 
1468 RAVEL: Daphnis Et Chloe— Suite No. 2— MA 
MERE L'OYE 


POPULAR 


1691 MUSIC OF ELLINGTON 

1690 SQUARE DANCE JUBILEE 

1682 ROSE MURPHY SINGS: I Can't Give You 

Anything But Love, Sweet Georgia Brown, In 
A Shonty In Old Shanty Town, The Best Things 
In Life Are Free, etc. 

1670 TOPS IN POPS — Current Pop Hits 
1669 CHILDREN'S STORIES Featuring EDDIE CANTOR, 
LEW AYRES, Players & Orch.— Tweedle De Dee 
and Tweedle De Dum, Robin Hood, Cinderella, 
Alice In Wonderland, etc 
1664 COUNTRY AND WESTERN HITS — Current 
Western Hits 

1653 LATIN DANCE RHYTHMS featuring; PEREZ PRADO, 
MIGUELITO VAIDL l. NORO MORALES 
1615 THE BEST POLKAS IS Polkas Played by WALTER 
SOLEK & VICTOR ZEMBRUSKI Orchestras 
1608 SARAH VAUGHAN: When We're Alone, You're 
Blase, Don't Blame Me, etc. 

1607 ALL STAR REVUE: Jimmie Durante and Eddie 
Jackson, Georgia Gibbs, Louis Primo, Jack 
Smith, Paul Douglas, Rose Murphy, Morton 
Downey, Ella Logan, Jane Froman, etc. 

1606 GORDON MACRAE SINGS: with WALTER GROSS'S 
ORCHESTRA: They Say It's Wonderful, Prisoner 
Of Love, etc. 

1604 JAYE P. MORGAN SINGS: with FRANK DE VOl'S 
ORCHESTRA: Have You Ever Been Lonely, Just 
A Gigolo, etc. 

1605 GEORGIA GIBBS SINGS: with EARL HAGEN S 
ORCHESTRA: Ballin' The Jack, Old Man Mose, 

I Feel So Smoochie, etc. 

1594 COWBOY SONG FAVORITES: FOY WILLING The 
Riders of tho Purple Sage, and RED RIVER DAVE 
1592 SARAH VAUGHAN SINGS: Tho One I love 
Belongs To Somebody Else,- It's You or No 
One, etc. 

1568 CONTINENTAL LATIN TEMPOS: Baia, Magic Is 
The Moonlight, la Violetera, Anders, etc 
1561 TIPICA SPANISH SONGS: MARIA PLAZA: 
Coloratura Soprano— Francisco Alegre, El 
Relicario, Clavelitos, Copies, Poema, etc 
1559 MAMBO AND OTHER LATIN TEMPOS Bing Bang 
Mambo, Royolc Mombo, Rhumba in E Minor, 
Ellon, Tango, etc 

1551 KEN GRIFFIN AT THE ORGAN: You Can't Bo 

True Dear, Cuckoo Waltx, Donkey Sorenade, etc 
1538 "BLESS THIS HOUR” Songs by MARY BOTHWEll 
— 12 selections 

1536 AN HOUR OF POPULAR TUNES PLAYED ON THE 
ORGAN: Whon The Organ Played At Twilight, 

By A Waterfall and 12 othor selections 
1 535 PIANO MAGIC: April Showers, Manhattan and 
12 other selections 

1528 BAND MUSIC: Bright and Bouncoy, Country 
Dance, Pomp and Circumstanco, etc. 


JAZZ 


1697 GEORGIE AULD PLAYS 
1665 CLASSICAL JAZZ: I Got Rhythm Variations 
(Gershwin), Tho Second Rhapsody, etc.— THE 
BROADWAY SYMPHONIC JAZZ ORCHESTRA 
featuring SUZANNE AUBER, Pianist 
1659 TEDDY WILSON AND HIS ALL STAR JAZZ 
SEXTETTE: Body and Soul, Dinah, etc. 

1656 THE BIG "T" PLAYS THE BLUES: 

JACK TEAGARDEN and his Orchestra 
1643 JAZZ ALL STARS: Featuring Harry Carney, 

Lawrenco Brown, Joe Thomas, Sidney do Paris, 

Buck Clayton, Sandy Williams, etc, 

1638 ALL STAR JAZZ CONCERT: Featuring Sidney 
Bechet, Muggsy Spanier, Carmon Moslem, 

Wellman Brand, Rex Stewart, Barney Bigard, 

Lawrence Brown, Billy Kylo, Brick Flocigle,- 
Sweet loraino, lazy River, China Boy, etc. 

COPYRIGHT 1950. RECORD CORP. OF AMERICA UNION CITY. NEW JERSEY 


1634 THE GREAT TENOR JAZZ MEN: Over Tho 
Rainbow, Don Byas, September Song, etc. 

1633 DIXIELAND: PEE WEE HUNT and His Orch 

After You'vo Gono, etc —PEE WEE RUSSEll and 
Hi* Orch — Coquette, etc 
1600 THAT BOOGIE BEAT— Alamo Boogie, Two 
O'Clock Boogie, Ono O'clock Boogio, etc. 

1591 DUKE ELLINGTON AND HIS ORCHESTRA PLAY: 

Overture To Jam Sossion, Jam A Ditty, etc. 
1593 DIZZIE GILLESPIE AND HIS MEN PLAY: Blue N' 
Boogie, Hot Houso, Groovi High, Dizzy, 
Atmosphero, etc. 

1590 JAZZ: JOE BUSHKIN AND HIS RHYTHM: 
Chicago, 12th Stroot Rag, etc. 


1465 STRAVINSKY: lo Sacro Du Prlntomps- 
MILHAUD: Suilo Francaiso 

1464 BEETHOVEN: Moonlight Sonata in C Sharp, Op. 
27, No. 2— BRAHMS: Rhapsody In B Minor— In 
G Minor-BRAHMS: Waltzes, Op. 39 
1462 STRAVINSKY: Firebird Suito- 

KABALEVSKY: Tho Comedians Suite, Op. 26 
1460 RICHARD STRAUSS: Also Sprach Zarathustro; 

Op. 30 

1459 AN HOUR WITH SIBELIUS 
1458 AN HOUR WITH RAVEL 

1448 ANOTHER HOUR OF TSCHAIKOWSKY POPULAR 
MELODIES: Cappriccio Italian, Romeo and 
Juliet, etc. 

1447 AN HOUR OF PIANO DUET FAVORITES: 

Warsaw Concerto, Dream of Olwon, Ritual Fire 
Dance, etc. 

1444 MOZART: Divortimento in D No. 2, 

Divertimento in E Flat, 5 Contra Dances 
1441 GEORGE HANDEL: Water Music Suito 
1438 BACH: Brandenberg Concerto No. 3, Suite No 4 
1434 16 BRAHMS HUNGARIAN DANCES 
1432 ANOTHER HOUR OF INSTRUMENTAL FAVORITES: 
Tho Sorcorer's Apprentice, Romoo and Juliet 
Overture, otc. 

1424 LISZT: Hungarian Rhapsodies No. 1, 2, 15— 
Enesco: RUMANIAN RHAPSODY 
1422 ANDRES SEGOVIA plays BACH SUITE: REY DE 
LA TORRE, Guitarist, plays FERNANDO SOR 
1421 THE TWO GREAT FAVORITES: TSCHAIKOWSKY: 

Nutcracjcor Suito— GERSHWIN: Rhapsody In Blue 
1420 PROKOFIEFF: Classic Symphony 
1419 ANOTHER HOUR OF LIGHT CONCERT MUSIC: 

Annie Laurio, The Broken Melody, On Wings of 
Song, Moonlight Sonata, etc. 

1418 BACH: "The Clavieruebung" Partita No. 6 
Rosalyn Tureck 

1417 BACH: "The Clavieruebung" Partita No. 5 4 3 
Rosalyn Tureck 

1416 BACH: "The Clavieruebung" Partita No. 4 
Rosalyn Tureck 

1415 BACH: "The Clavieruebung" Partita No. 1 4 2 
Rosalyn Tureck 


1413 AN HOUR OF THE WORLD’S GREATEST 

OVERTURES: William Toll. Marche Slove, light 
Cavalry Ovorture, etc. 

1407 TSCHAIKOWSKY: Serenade for Strings; Sleeping 
Beauty 

1403 SMETANA: Overturn The Bartered Bride, etc.— 
VON WEBER: Overture Euryanthe; Turandot, 
Oberon, etc. 

1402 AN HOUR OF THE MASTER PIANISTS: 

Godowsky, Faure, D'lndy, Scott, Dohnanyi, 
Mascagni, Stojowski 

1401 DEBUSSY: La Mer, Three Symphonic Sketches- 
HADYN: The London Symphony in D Major 
1400 BEETHOVEN: Quartet in G Major, Op. 18, 

No. 2; Quartet in D Major, Op. 18, No. 3 
1396 AN HOUR OF YOUR FAVORITES: Donkey 

Serenade, Septombor Song, Two Guitars, Fiddle 
Faddlo 

1394 CONCERT HOUR: Dance of the Hours; The Merry 
Wives of Windsor,- A Night in Vienna, etc. 

1342 STRAVINSKY: PETROUCHKA 
1338 DELIBES: COPELLIA BALLET: DELIBES SYLVIA 
1320 FRANCK: SYMPHONIC VARIATIONS FOR PIANO 
4 ORCHESTRA— LISZT: PIANO CONCERTO NO. 1 
IN E FLAT 

1319 TSCHAIKOWSKY: SWAN LAKE BALLET 
1 3W DEBUSSY: AFTERNOON OF A FAUN- 
RAVEL: BOLERO 

1300 GRIEG: PEER GYNT SUITES NOS. 1 & 2 
1294 KHACHATURIAN: GAYNE BALLET SUITE: 

RIMSKY-KORSAKOFF: CAPRICCIO ESPAGNOL 
1283 MOUSSORGSKY: PICTURES AT AN EXHIBITION 
(Orchestral) 

1275 FALLA: NIGHTS IN THE GARDEN OF SPAIN: 

MOZART: EINE KLEINE NACHTMUSIK, k 525 
1260 RIMSKY-KORSAKOFF: SCHEHERAZADE 
1233 AN HOUR OF LIGHT CONCERT MUSIC; 

Royale Concert Orchestra: None But The Lonely 
Heart, Minuet In G, Serenade, To A Wild Rose, 
Souvenir, Traumerei, Andante Cantobile, 
Intermezzo, Hora Staccato, etc. 


MOOD MUSIC 


1515 "Babalu” AFRO CUBAN RHYTHMS: 14 selections 
1514 "St. Louis Blues" ROCKIN RHYTHM: St. Louis 
Blues, Cocktails for Two and 12 selections 
1467 AN HOUR OF ITALIAN AMERICAN SONGS 
1466 ARTIE SHAW HOUR 
1463 COLLEGE SONGS OF ALL AMERICA 
1457 AN HOUR OF MARCHES 

1455 AN HOUR OF ALL AMERICAN COLLEGIATE MUSIC 
1451 AN HOUR OF POPULAR ORGAN SELECTIONS: 

In A Monastery Garden, Hearts and Flowers, 

The Swan, etc. 

1450 AN HOUR OF REVERED ORGAN MELODIES: 

Largo-Handel; Minuet, Samson; Handel-Minuet- 
Berenice; Handel, otc. 

1449 PIANO POP MELODIES: Show Boat, Porgy and 
Bess, Dancing Years, Fine And Dandy, etc. 

1445 AN HOUR OF THE MOST POPULAR POLKAS: 

Beer Barrel Polka, Beer Stein Polka, Helena 
Polka, Jump Polka, etc 

1443 COCKTAIL HOUR: Jealous, Girl of My Dreams, 
Flower Dance, Who's Sorry Now, etc. 

1439 AN HOUR OF IRISH BALLADS: A Little Bit of 

Heaven, When Irish Eyes Are Smiling, Macushla 
1433 THE HEART OF THE ISLANDS IN SONG: 

Kuu Aina Aloha, Aloha and Goodnight, My 
Purple Lio, lei Aloha, otc. 

1425 ARTHUR MURRAY TEACHES THE RHUMBA: 

The Arthur Murray Way, So Tropical— THE FOX 
TROT— Arthur Murray Taught Me Dancing In A 
Hurry, etc. 

1405 AN HOUR WITH ARTIE SHAW: Anniversary Song; 
Tho Hornet; In Tho Still of tho Night; Tho 
Glider, otc. 

1345 LATIN HOUR WITH NORO MORALES: Jack Jack 
Jack, Temptation, Zambumba, Un Poquito Do 
Amor, lovor Como Back To Mo, Vem Vom, El 
Tubito, Tambo, etc. 

1296 AN HOUR OF MODERN PIANO RHYTHMS. 

Jealous, Nobody's Sweetheart, My Gal Sal, 
Mean To Mo, Make Beliovo, Exactly liko You, 
Moro Than You, otc. 

1285 AN HOUR OF PIANO DANCE MUSIC: 

After You'vo Gono, 12th Street Rag, Sweet 
Lorraino, Hindustan, A lovor's Lullaby, Sunrise 
Soronado, otc. 

1255 AN HOUR OF HAWAIIAN MELODIES: 

Lani Mclntire Orch.— Song of tho Islands, You 
Aro Liko A Beautiful Flower; Swoot Constancy, 
Ono, Two, Throo, Four, otc. 

1254 AN HOUR OF LATIN AMERICAN RHYTHMS 
1250 AN HOUR OF AMERICAN WALTZES 
1249 AN HOUR OF VIENNESE WALTZES 
1202 VIENNESE WALTZES— Berlin Symphony Orch 
1201 STRAUSS WALTZES — Berlin Symphony Orchestra 


1696 FIDDLE FAVORITES 
1694 ENCORES OF HOLLYWOOD 

1679 SOUVENIR OF PARIS: The Musette Orchestras as 
played in the NIGHT SPOTS OF PARIS-Enfin 
L'Printemps, Ce Jour— La A Paris, Titine, Le Petit 
Train, Oh Oh, etc. 

1678 ENCORES OF THE CLASSICS: KURT MAIER Ploys- 
Concerto In A Minor, Romance In C, Melodie In 
F, Sadko: Song of India, etc. 

1677 POPULAR MOOD MUSIC FOR YOUNG LOVERS: 
Moonglow— Picnic Theme, Poor People of 
Paris, Man With The Golden Arm— Theme, etc. 
1674 SOUVENIR OF BRAZIL: BAIAO TEMPO DANCE. 

Tho Little Brazilian, The Magician, Darkness, etc. 
SAMBA TEMPO DANCE: Grigri, The Plain Dance, 
Titine, etc. 

1673 ENCORES OF HARLEM: KURT MAIER Plays: 

Stormy Weather, Honeysuckle Rose, 

Stardust, etc. 

1663 ENCORES OF THE WORLD: KURT MAIER, Pianist 
with Rhythm: UNITED STATES Doll Dance, 
CUBA; Siboney, BRAZIL: Perfidia, etc. 

1651 ENCORES OF NEW YORK: ARTHUR TATLER, 

Pianist with Rhythm-Ta Ra Ra Boom Do Ay; 

The Bowery 

1641 A TRIP TO IRELAND: ARTHUR TATLER, Pianist 
with Rhythm, Cocklos and Mussels, I'll Take 
You Home Again Kathleen, The Little 
Shamrock, etc. 

1626 ENCORES OF TIMES SQUARE: KURT MAIER. 

Featuring South Pacific, King and I, Oklahoma, 
Mo and Juliet, Can-Can, etc 
1625 ENCORES OF THE DANUBE: KURT MAIER: Gypsy 
Baron, The Merry Widow Waltz, etc. 

1624 ENCORES OF SOUTH AMERICA: KURT MAIER. 

Cuban Mambo, Perfidia, La Paloma, otc. 

1623 ENCORES OF THE ITALIAN RIVIERA: KURT MAIER, 
Pianist with Rhythm: Cara Mia, O Sole Mio, etc. 
1622 ENCORES OF THE FRENCH RIVIERA: KURT MAIER. 

Pianist with Rhythm: Domina, Can-Can, etc. 

1620 ENCORES OF RAGTIME: Fred Burton, The Human 
Pianola— Jealous, For Me and My Gal, etc. 

1580 ENCORES OF LATIN AMERICA: KURT MAIER: 
Pianist with Rhythm; Malaguena, Caminito, 
Nocho di Rondo, Cielito lindo, Anna, etc. 

1578 SONGS OF FAITH: Tell Mo The Old Story. Wo 
Shall Meot Bye and Bye, otc. 

1576 DRIFTING AND DREAMING MUSIC— Oh How I 
Miss You Tonight, Falling In Love Again, etc. 
1572 ENCORES OF ITALY: KURT MAIER, Pianist with 
Rhythm; Torna A Surrionto, Chitarra Romana, 
Ticta-Ticta, Anema E Core, etc. 

1571 UNFORGETTABLE MOOD MUSIC: I'll Always Bo 
In lovo With You, Granada, April Showers, otc. 
1570 MIDNIGHT MOOD MUSIC: Birth of the Blues, 

Bluo Room, Tho Way You look Tonight, etc 
1567 IMMORTAL CLASSIC MOODS: The Bells of St. 
Mary's, Revorie, March of the Littlo lead 
Soldiors, etc. 


1566 SENTIMENTAL MOOD MUSIC FAVORITES: I Only 
Have Eyes For You, Bock Home Again In 
Indiana, Frenesi, etc. 

1564 ENCORES OF PARIS: KURT MAIER: Pionist with 
Rhythm: la Vie En Rose, April In Portugal. 

C'est Si Bon, Pigolle, etc. 

1563 FASCINATING MOOD MUSIC RHYTHMS: 

Limehouse Blues, Cherry, Bugle Call Rag, Crazy 
Rhythm, etc. 

1553 ENCORES OF BROADWAY. KURT MAIER: Pianist 
with Rhythm: Cheek To Cheek, Singing In The 
Rain, Lullaby of Broadway, etc. 

1550 ROMANTIC MOOD MUSIC: Twinkle Twinkle 

Little Star, Music Box, Lullaby, Minuet in G, etc. 
1548 ENCORES OF VIENNA: KURT MAIER: Pianist with 
Rhythm: Die Lustige Witwe, Komm In Den 
Gleinen Pavilion, Freuhlingsstimmen, etc. 

1529 HEART STRING MOODS Gypsy Dance, The 
Lonesome Wanderer and 13 other selections 
1508 EASY TO REMEMBER: Tea For Two, Beautiful 
Ohio and 12 other selections 
1507 SWEET AND SENTIMENTAL: A Pretty Girl Is 

Like a Melody, A Little Kiss Each Morning, and 
12 other selections 

1506 MOODS FOR PLEASURE TIME: linger Awhile. 

April In Paris, and 12 other selections 
1505 MOODS FOR STARLIGHT: I'll See You In My 
Dreams, Star Dust and 12 selections 
1499 MOOD MUSIC: EASY LISTENING: I Kiss Your 
Hand Madam, With A Song In My Heart, and 
12 other selections 

1498 MOOD MUSIC: SOFT AND WARM: Speak To Me 
Of love. Now Is Tho Hour, and 12 other 
selections 

1461 AN HOUR OF BEAUTIFUL MELODIES "LIS’NIN 
MUSIC" 

1453 AN HOUR OF MUSIC FOR RELAXATION 

1436 AN HOUR OF "SOFT LIGHTS AND SWEET MUSIC": 

Soft lights and Sweet Music, Kiss Serenade, etc. 
1427 AN HOUR OF THE "MOST BEAUTIFUL GIRL IN 
WORLD": Tho Most Beautiful Girl In The World, 
Sweet and lovely, etc. 

1326 AN HOUR OF POPULAR FAVORITES: Begin the 
Beguino, Dancing In Tho Dark, etc. 

1277 DANCE PARTY — Royalo Dance Orchestra 
1274 AN HOUR OF STAR DUST: A POP CONCERT 
1245 VIOLIN ECHOES OF VIENNA: Caprice Viennois; 
liobosliod; Tambourin Chinois; liebesfreud; la 
Gitana; Rondo-louis Stevens, Violinist — Danube 
Waves; Csardas; Romany Romance; Violets; 
Submission; Onco Upon A Time, E. Deutsch, 
Violinist 

1244 PIANO ENCORES: Rhapsody In Blue (Gershwin); 
Moonlight Sonata (Beethoven); Polonaise 
(Chopinl; Op. 9 (Schumann); Invitation To Tho 
Waltz (Von Wober) 


CHRISTMAS MUSIC 


1685 CHRISTMAS PLAYS AND CAROLS: CAROLEERS 
AND PLAYERS: Silent Night, ‘Twas Tho Night 
Boforo Christmas, Sloopors Awako, A Christmas 
Carol, Jinglo Bolls, etc. 

1684 CHRISTMAS GRAND ORGAN AND CHIMES: 

CHURCH OF ST. JAMES THE LESS, Scarsdalo, 

N. Y.— John Cartwright, Organist-Adosto Fidelis, 
It Como Upon A Midnight Clear, etc. 


I-WtVV." 12' 


1683 CHRISTMAS CAROLS— ST. NICHOLAS BOYS CHOIR: 
O Come All Ye Faithful. Silent Night, Holy 
Night; O Holy Night. Dock The Hall. etc. 

1295 AN HOUR OF CHRISTMAS MUSIC: Vocals by THE 
CAROLEERS— Silent Night. Holy Night; Hark The 
Herald Angels Sing; Oh littlo Town of 
Bothlohem; It Came Upon A Midnight Clear; 
Away In A Manger, otc.— ORGAN AND CHIMES: 
Silont Night. Holy Night; God Rest Ye Merry 
Gentlemen; Adeste Fidolos, etc. 
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face I 


ana anita 


jorge cumbo 


argentine 


funeral del topa Inca argentine 

jorge cumbo -carlos arguedas 

manutara argentine 

juan dalera 

el serranito bolivie 

d.r. 

aguita de puthina bolivie 

d.r. 


moto mendez 

nilo soruco 


bolivie 


d.r. 

el mampulorio 

d.p. argt. carlos guerra 

'milonga minina 

emilio arteaga 

.marcha de las pulgas 

d.p. argt. el inca 


bolivie 


Venezuela 


Uruguay 


perou 


direction artistique : jorge milchberg 
j los iricas : 

j jorge cumbo : argentine 
emilio arteaga : Uruguay 
I carlos arguedas : bolivie 
carlos guerra : Venezuela 
juan dalera : argentine 

kena. pinkillo. kenacho. bombo. charango. guitare. 
..cascabel. concha, matraca, siku, antcra. 
ca|a, cuatro, platillo 

’i gouaches du pemtre argentin aguero 

■ production : jorge milchberg 
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EL HUMA HUAQUENO 3'00 

BAILECITO DE LELA 2'15 

LA CUEQUITA 2'35 

INDIECITO 2’25 

SIKU - Folklore 2'30 

EL CONDOR PASA - Folklore 2’45 

SON CAYMAN - Folklore 3’45 

VARIACION DE TATU - Folklore 1 35 

BOCINA - Folklore 2'45 

VASIJA DE BARRO - Folklore 4’10 

BOLIVIANITA - Folklore 2'00 

COPACABANA - Folklore 2'35 
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LADO A 


1. ENVIDIA 

(G. y A. Garcia Segura) 

2. COMO FUE 
(P. Duarte) 

3. LOS ARETES DE LA LUNA 

(J.D. Quinones) 

4. PLAZOS TRAICIONEROS 

(Lu)s Marquetti) 

5. NO TENGO NADA 

(Raul Diaz) 

6. PIENSALO BIEN 

(Raul Diaz) 


Bolero 

Bolero 

Bolero 

Bolero 

Bolero 

Bolero 


LADO B 


Bolero 


Bolero 


Bolero 


1. LA MONTANA 

(G. Moreu /A. Alguero) 

2. TIERNAMENTE 

/Gross / Laurence) 

3. DERROCHE DE FELICIDAD 

(Jorge Zamora) 

4. UNA CANCION POR LA MANANA Bolero 
(Evarlsto Mendez) 

5. ANORADO ENCUENTRO Bolero 

I Plloto & Vera) 

6. YO VIVO PARA TI Bolero 

(R. Diaz) 
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"DIXIELAND JAZZ BAND ONE-STEP" 
"LIVERY STABLE BLUES"* "AT THE JAZZ BAND BALL" 

"OSTRICH WALK"* "TIGER RAG" 
"SKELETON JANGLE"* "SENSATION RAG" 
"BLUIN’ THE BLUES" -"CLARINET MARMALADE BLUES" 

"MOURNIN' BLUES" • "FIDGETY FEET" 

"LAZY DADDY" 





ORIGINAL 

DIXIELAND 
•JAZZ IN HI-FI 


liiiiiiiMiiiiiiiiiiiiiiiiimiiiiiiiiMiiiiiiimiiiiiiiiiiiiiiiiiiiMiiiiiiiii 
z SIDEONE = 


Time — 


= Band 1. THE ORIGINAL DIXIELAND ONE-STEP 

— (D. J. LaRocca) 2:36 

| Band 2. LIVERY STABLE BLUES 

Z (D. J. LaRocca) 2:36 

= Band 3. AT THE JAZZ BAND BALL 

^ ( Shields-LaRocca ) 2:54 

= Rnnrl A n^TPITH WAIIC 


“ (Original Dixieland Jazz Band) 1 :52 ^ 

E Band 5. TIGER RAG I 

Z (Original Dixieland Jazz Band) 3:13 “ 

= Band 6. SKELETON JANGLE | 

E (D. J. LaRocca) 2:52 Z 

1 SIDETWO = 

“ Time Z 

E Band 1. SENSATION RAG E 

E (Original Dixieland Jazz Band) 2:12 Z 

| Band 2. BLUIN’ THE BLUES = 

Z (Ragas-LaRocca-Shields) 3:05 E 

= Band 3. CLARINET MARMALADE BLUES E 

^ (Shields-Ragas) 2:47 E 

E Band 4. MOURNIN' BLUES | 

E (Sbarbcro) 2:38 Z 

| Band 5. FIDGETY FEET = 

Z (LaRacca-Shields) 2:18 E 

E Band 6. LAZY DADDY | 

E (LaRacca-Ragas-Shields) 2:40 E 

nlllllllllllllllllllllllllllllllllllllllllllllllllllllliMMiMiiiiiiiiiiiiii^ 


I n the midst of World War 1. the great jazz form termed 
"Dixieland'' was recorded for posterity bv the group which 
had done most to bring it to the fore. This was In February 
of 1917. and the quintet had already made a lasting impression 
on the American disciples of the new rhy thmic beat yv ho were 
ever-alert for anything yvhich offered an authentic deviation. 
This yvas, then, a recording session of paramount importance, 
since the group had never committed their artistry to the yvax 
before. For millions of Dixieland fans, it yvas a measure of 
heavenly realization to own and play the fine examples of the 
traditional arrangements of The Original Dixieland Jazz Band. 

The group had made such rapid strides to further their 
specialty, that the twelve numbers recorded at the 1917 session 
are still accepted as prime examples of the Dixieland mood 
today. Unfortunately, most ot the individual records are in the 
"hard-to-get" category and may logically be considered col- 
lectors' items. Then again, the phenomenal progress which 
has been made in recording and engineering standards within 
the past ten years has relegated these early discs to a lev el of 
much-to-be-desired insofar as the sound and recording tech- 
niques are concerned. Which is one reason why this Alburn 
was bom. 

Up in the Pacific Northwest, two musical friends and col- 
leagues, Don Fow ler and George Phillips, were determined to 
resurrect the music of The Original Dixieland Jazz Band in a 
valiant effort to keep this typically American music alive. 
Urged on by Phillips. Fowler began a painstaking research 
into the archives of the originaT group in 1939. and had 
accomplished the phenomenal task ot setting the arrangements 
on manuscript by listening to the records of the 1917'session. 
They are now considered to be the only existing note-for- 
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note arrangements of these selections as played bv The Original 
Dixieland Band! 

There was method in the Phillips- Fowler madness. Both 
being stout-hearted, dyed-in-the-wool devotees of Dixieland 
music, they toresaw the effectiveness the original arrangements 
would have if the numbers would be recorded in high fidelity 
sound. So. with the arrangements completed. Fowler and 
Phillips summoned the men to reincarnate the group of 1917: 
For Nick LaRocca, comet and leader of The Original Dixie- 
land Jazz Band, there is DON FOWLER; filling the spot 
occupied by trombonist Eddie Edwards, we have GEORGE 
PHILLIPS; in the clarinet chair, held bv Lam Shields in 
1917. we now see EARL JACKSON: Henry Ragas. pianist 
with LaRocca's group, has his chores taken over bvGEORGE 
RL'SCHKA; and. instead ot Tonv Spargo I Sbarbaro ) supply- 
ing the rhythm, we now see DA RRE L L R E N FRO on drums. 

Rehearsing for these sessions represented months of gruel- 
ing labor. Since the original band consisted of musicians who 
play ed only by ear and by "heart" — since they could not read 
music.' — the "scores." as compiled bv Fowler, turned out to be 
complex and intricate. Nevertheless, after a long period of 
time, Phillips and Fowler felt that they had brought the unit 
to a point of perfection and on a par w ith the great band of 
forty years ago. and. almost to the day that many years ago. 
reported to the studio in Hollywood to produce the album 
v ou are now holding. 

,-f few short notes about the selections: 

THE ORIGINAL DIXIELAND ONE-STEP: One of the most 
familiar of all Dixieland numbers, this one is gav and exuber- 
ant throughout. Note, especially, the "chalfenge" of high- 
note screams between the trombone and clarinet in the cli- 
mactic passage. 

LIVERY STABLE BLUES: Slower than the tempo set in the 
one-step, this selection is highlighted bv the blues effect bv the 
clarinet, offset by the final chorus in which the musicians go 
the extreme in imitating the various bamvard animals. 

AT THE JAZZ BAND BALL: Traditionally rendered in up- 
tempo, this is the fastest tempo of the entire album. Most 
Dixielanders employ the "Jazz Band Ball" as their warmup 
number. This one was a prime fav orite of the LaRocca ensemble. 

TIGER RAG: Written bv Nick LaRocca. this is certainly 
one of the great standards of all time. The duplication of the 
original recording of this number is considered remarkable, 
especially in the clarinet solo and the trombone's "tiger 
groyvl.” Phillips' preciseness of tone in the '‘growl" is es- 
pecially noteworthy. 

OSTRICH WALK: A real showpiece for Earl Jackson on 
clarinet. The "breaks," incidentally, are not impromptu ar- 
rangements, but are actually incorporated as part of the melody . 

SKELETON JANGLE: George Phillips on trombone is starred 
on this tune. The third chorus gives the selection its title and 


depicts the skeleton dancing to the accompaniment of the 
trombone. 

SENSATION RAG: The stop-time effect in Sensation Rst" 
made this number a "must" in the repertoire of the original 
group. It was the only composition bv trombonist F'ddie 
Edwards. 

BLUIN' THE BLUES: W ritten by the pianist. Henry Ragas. 
of the LaRocca band, this is the only Dixieland number in'the 
album which features the piano as a solo. Naturally ! 

CLARINET MARMALADE BLUES: Another great standard, 
just as popular today as when it was first 'introduced. It 
highlights the playing of Earl Jackson again, of course, piav ing 
some unusually exciting "breaks." 

MOURNIN' BLUES: The only number credited to the drum- 
mer of The Original Dixieland Jazz Band. Tonv Sbarbaro. 
as composer. The clarinet literally sobs here. 

FIDGETY FEET: Typical of the ragtime music which was 
closely associated with Dixie. "Fidgety Feet" starts like a 
race-horse heading for home, and never lets up. The trio work 
in the final chorus was a standout feature of Dixieland. 

LAZY DADDY: Some interesting blues work on clarinet 
here, marked by the difference in tempo in the second chorus, 
where the clarinet rides over the background instrumentation 
in half-time. 

Authenticity seems to be a mandatory quality in the per- 
formance of Dixieland music. The devotees of the native true 
American musical pattern take due otfense to anything which 
smacks of dramatic license bv musicians who struv from the 
traditional routine. It is a pleasure, therefore, to commend 
Don Fowler, George Phillips and their cohorts for the legiti- 
mate and sincere manner in which they have paid tribute to 
the forerunners of the Dixieland school. 

It is a wonderful school, a great institution, and truants are 
dealt with harshly . 

With the amazing results the Original Dixieland Jazz in 
Hi-Fi album otfers. vvho'd want to plav hookv. anvwav .’ 

NATT HALE 


Users of wide-range frequency play-back systems should 
adjust their equipment to the standard RIAA curve (Turn- 
over 500 R — RollofF 13.7'. Minor variations from this stand- 
ard should be made according to one s own ear and to the 
tonal nature of each particular recording. 

The concept of ABC-Paramount's exclusive Full Color ' 
Fidelity revolves around the reproduction of true musical 
sounds rather than “sounds for sound’s sake." 
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Side One 


JOE & LINO* 

2:21 

Venuti; durium s.p.a. 

LOUISIANA* 

2:40 

Johnson-Razaf-Schafer; alfred publishing co. inc./ascap 

I’VE FOUND A NEW BABY 

2:53 

Palmer- Williams; mca music/ ascap 

BLUES FOR NOBODY 

5:18 

Venuti; durium s. p .a. 

AFTER YOU'VE GONE 

3:29 

Creamer-Layton; morley music co./ascap 

/ & ; ?/ 

Side Two 

HONEYSUCKLE ROSE* 

4:08 

Waller-Razaf; intersoncmusic/ascap 

STARS FELL ON ALABAMA 

4:14 

Perkins-Parish; mills music inc./ascap 

SWEET GEORGIE BROWN 

2:54 

Bernie-Casey-Pinkard ; Warner bros. music/ascap 

THE WORLD IS WAITING FOR THE SUNRISE2:12 

Seitz-Lockhart; chappell music/ascap 

PRETTY TRIX 

3:01 

Venuti-Lang; robbins music corp./ascap 



Joe Venuti 
Lino Patruno 
Giancarlo Barigozzi 
*Sergio Rigon 
Gianni Acocella 
Sante Palumbo 
Toto de Sergio 
Giorgio Vanni 


( violin ) 

(guitar, banjo, vocals ) 
(baritone sax, flute ) 
(baritone sax, flute ) 

( trombone ) 

(piano) 

(bass) 

(drums) 


c 

VJ iuseppe (“Joe") Venuti was one of the early idols 
of Italian musicians of my generation, during the years 
when we first became interested in jazz. A performer en- 
dowed with a powerful academic technique, he not only 
was the first to employ jazz phrasing in violin improviza- 
tion, utilizing a highly personal style that attracted 
worldwide attention, but he also initiated a type of jazz 
infused with the special grace characteristic of chamber 
music. 

Venuti was born in Lecco (Como) in 1894. Most 
books give his birth date as 1904, the place of birth being 
the steamer that was transporting his parents to North 
America. This was not an accidental error; it was, instead, 


a trick frequently employed during the era of heavy 
Italian immigration to the New World. Joe's father 
assumed a birth date for his son ten years later in order to 
facilitate the young Venuti's naturalization as an 
American. In effect, Joe arrived in the U.S. when he was 
ten years old. He had already learned many secrets of the 
violin from his grandfather, also a violinist. He continued 
his studies in Philadelphia, graduating with high honors. 
He became friends with another Italo-American, 
Salvatore Massaro, who assumed the pseudonym of Ed- 
die Lang. Lang was also a violinist, but mainly he was a 
great guitarist, the first in the history of jazz. 

Venuti and Lang formed a jazz duet; they were even- 
tually recruited by Paul Whiteman, with whom Venuti 
participated in the landmark movie The King of Jazz. 
Beginning in 1925, in addition to recording with 
Whiteman, Venuti and Lang made numerous discs with 
their own small band, or with other groups, including 
those of Roger Wolfe Kahn, Red McKenzie, Red Nichols, 
Frankie Trumbauer, Bix Beiderbecke, and Jean Goldkette. 
In 1933 Eddie Lang died as the result of a simple tonsillec- 
tomy. Consequently, Joe was completely at a loss for a 
period of time, almost as though he had been shorn of his 
right arm. Venuti pulled himself together, however, and 
made a tour of England in 1934. He formed his own 
orchestra. He continued to play and to record, but he 
found himself virtually forgotten in his native Europe. 

Venuti's career continued to move steadily. Over the 
next two decades he perfected a performing technique 
that made him a marvel among string players. One of his 
innovations earned him the nickname “Four-string Joe," 
which derived from his ability to draw the loose hairs of 
the bow, which itself was underneath the instrument, 
across all four strings at once. 

Joe returned briefly to Italy at the end of 1969, for a 
Milan festival. He promised to come back for a longer 
stay, and at the beginning of 1971 he showed up once 
again in Milan, where he gave many concerts. Additional 
dates followed in his native Lecco and in other cities; he 
also participated in festivals held in Bergamo, Pescara, 
and Genoa. Ever energetic, Joe took part in numerous jam 
sessions, especially at the Capolinea in Milan, where he 
became friends with young Italian colleagues— and above 
all with his fellow musicians on this album. Although 
now over eighty, Venuti still has the swing and verve of a 
man many decades younger. He informed the author of 
this annotation that he learned valuable violin tricks from 


his grandfather, stratagems he later employed in the for- 
mation of his particular jazz style, a style which in many 
ways is similar to that of the legendary Beiderbecke. 

During a break at the recording sessions of this 
album, I found Joe listening to a disc he made with 
Goldkette in 1926. Decades had passed since then, and 1 
asked Venuti if he still remembered that remote waxing 
date. Fiery-eyed, he answered, "Of course! Do you think 
I'm stupid?" Somehow his manner belied those seemingly 
harsh words; he was not angry. In fact, he followed up 
with pleasurable anecdotes about several colleagues from 
the past: Gershwin, Whiteman, and Bix. 

On this recording Venuti commemorates many 
American friends, most of them now dead. Indelibly 
etched in Joe's mind are the associative bonds between 
music and musicians. With After You've Cone (Side 1, 
Band 5) and Stars Fell on Alabama (Side 2, Band 2), he 
remembers trombonist Jack Teagarden; with The World 
is Waiting for the Sunrise (Side 2, Band 4), Paul 
Whiteman's banjoist, Mike Pingitore; with Honeysuckle 
Rose (Side 2, Band 1), Tommy Dorsey; in the pieces with 
Patruno's scat refrains, Johnny "Scat" Davis of the Isham 
Jones Orchestra; with Louisiana (Side 1, Band 2), Bix 
Beiderbecke and Bing Crosby; with Pretty Trix (Side 2, 
Band 5), Eddie Lang. 

But in addition’ Joe wants to salute his new Italian 
friends, those he met at the Capolinea: guitarist-banjoist- 
vocalist Lino Patruno, trombonist Gianni Acocella, 
saxophonists-flutists Sergio Rigon and Giancarlo 
Barigozzi, pianist Sante Palumbo, bassist Toto de Serio, 
and drummer Giorgio Vanni (also manager of the 
Capolinea). These younger musicians are primarily in- 
volved with modern jazz; still, they perform beautifully 
with Joe Venuti, an American traditionalist. 

Listen, then, to the music of this lively oldster, one of 
the glories of jazz — a man of such stamina and high ar- 
tistic caliber as to rouse the envy of musicians many years 
his junior. — LivioCerri 

A Author of Anthology of Jazz; 

Jazz in Microgroove; and 
The World of Jazz. 


A DURIUM recording— ITALY 

Printed in U.S. A. All rictus reserved. Uiuutliorlied duplication is a violation of applicable laws. 
©1071 Durlum S.p.A. 

Mid. under license to Vanguard Recording Society, Inc.. 

71 West 23rd Street, New York, N.Y. 10010 
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Pee Wee Russell, Eddie Condon, Billy Butterfield 
Jess Stacy, Bobby Haggart, George Wettling 
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THAT’S A PLENTY 
BALLIN’ THE JACK 
WHENEVER THERE’S LOVE 
ROYAL GARDEN BLUES 
BACK HOME AGAIN IN INDIANA 
DEEP ROYAL BLUES 
BILLBOARD DIXIELAND 
CHERRY 
JADA 

IT'S BEEN SO LONG 
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THAT’S A PLENTY 
BALLIN’ THE JACK 
WHENEVER THERE’S LOVE 
ROYAL GARDEN BLUES 
BACK HOME AGAIN IN INDIANA 
DEEP ROYAL BLUES 
BILLBOARD DIXIELAND 
CHERRY 
JADA 

IT’S BEEN SO LONG 


Recorded in 1944 


A STATEMENT OF PURPOSE 

With the current renaissance ot folk and iazz music there has come a 
proliferation ot recordings purporting to represent these sign posts 
ot Americana. It is welt nigh impossible to successfully manufacture 
those unsellconscious original sounds today. They were a product ot 
the times and the people. Though many ot these modern recordings 
are slick and pleasant they are neither jazz nor folk music as origin- 
ally performed. 

Authentic performances of indigenous and unsellconscious music 
of the people by the "minstrels" ot the people seldom have enjoyed 
the benefits of big-city recording studios and techniques. However, 
some ot these were recorded, albeit under rather difficult conditions 
and on not so high-ti 78 r.p.m. discs during the thirties and forties. 

Most ot them have been out ot print lor years and exist only as well 
worn 78's in the collections ol a lew bulls. 

It is the avowed purpose ot the Archive ot Folk & Jazz Music to seek 
out original recordings and to selectively and carefully make them 
available to the public as relatively high quality L. P.'s at reasonable 
prices. 

The illustrious names represented in this line have long been known 
and revered by dedicated folk & jazz bulls. Now these historic record- 
ings may be enjoyed by the modern generation, most ot whom were 
not even born when these historic slices ol folk tore and heritage were 
performed. 

In order to transcribe these oft-times worn, poor quality 78 r.p.m. 
discs our engineers spend literally hundreds ot hours tediously 
splicing, editing and adjusting A microscope has to be used just to 
select the proper stylus lor playback. As many as 5 00 splices may be 
made in one recording to eliminate the "pops" and distortions with-' 
out impairing the performance. In any case — the performance comes 
first and you will find yourself ignoring the distortions as you become 
enthralled v/ilh the sincerely and soul ot the artists. 

The Archive of Folk &, Jazz Music is proud to bring these recordings 
to you. It your reactions are favorable, we can continue the "good 
light" and bring you more great performances— Good listening! 

AN EVEREST RECORDS PRODUCTION / WRITE FOR FREE CATALOG 
\ f MEREST RECORDS, 10920 WILSHIRE BLVD., SUITE 410, LOS ANGELES, CAUFORNIA 90024 
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The Roots of 
Dixieland Jazz 

Pee Wee Russell, Eddie Condon, Billy Butterfield 
Jess Stacy, Bobby Haggart, George Wettling 
Bobby Hackett, Buck Clayton 
Jo Jones & Max Kaminsky 

In order to understand more fully the difficulties 
under wEiich jazz labored, it must be remembed that 
during that inaugural half-century it was restricted, 
in one form or another, to the role of a utilitarian 
music. The first pre-jazz groups were essentially 
brass bands playing marching music in the streets. 

Out of them grew the early units to which the new 
word “jass” was attached. From the World War I 
years that saw the rise of the Original Dixieland 
Band, through the Prohibition decade that was 
known, for reasons not necessarily bearing directly 
on the music, as the Jazz Age, these bands were 
essentially providers of entertainment in cafes and 
night clubs. 

Largely because several of the important pio- 
neers (notably Louis Armstrong and King Oliver) 
came from New Orleans, attention was focussed on 
this city from the earliest days of the documentation 
of jazz. As a result, a tremendous volume of material 
has been brought to light concerning virtually any 
musician whose background could be tied to the 
colorful story of the New Orleans brass bands: this 
is reflected in the preponderance of New Orleans 
musicians. 

The period from 1944 to 1947 was notable 
mainly for the many great jazz groups that paraded 
in and out of the Fifty-second Street clubs; for the 
tremendous acclaim accorded to Buck Clayton , 

Eddie Condon, Pee Wee Russell and other New 
Orleans pioneers; and for the incessant small-band 
recording undertaken by an ever-increasing num- 
ber of independent jazz disc companies. 

During this period the organized jam session, 
as opposed to tire informal sessions musicians had 
arranged among themselves in earlier years, became 
a recognized popular factor in jazz. Eddie Condon, 
no longer merely a guitarist running from one small 
band to another, was an organizer, a promoter, a 
manager, with an acute sense of humor and the 
ability' to gather around him a hard core of believers 
in Iris theory that Dixieland was the only true jazz. j 
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DIXIELAND AT ITS BEST 
featuring Pete fountain, George Girard, Tony Almerico 

and other greats 


Memorable Performances 

by Great Musicians 


You’d be surprised how much we know about you!— 
simply from the fact that you're looking at this 
album. In the first place, you’re on a diet!— a diet of 
jazz that is, with a menu calling for a healthy portion 
of Dixieland. Second, you’re the kind of person who 
likes to discover the good things. And third, you like 
to treat yourself to the best. Your curiosity has been 
aroused because we’ve called this album Dixieland 
at Its Best. Does that seem like a large order? 
Well, what have we got to offer? 

For a starter— just the greatest exponents of Dixie- 
land in the world today, that’s all: men like Pete 
Fountain, George Girard, Tony Almerico, Jack 
Delaney, Lester Bouchon, Roy Zimmerman, Harry 
Shields, Bob Discom and a host of other front run- 
ners. And what else? There’s the music itself, of 
course— ten sturdy Dixieland favorites played with 
immense gusto, with soul, with inspired brilliance. 
These tunes are the kind that will live as long as jazz 
lives, which is like forever. But the thing that really 
clinches the case for this set as Dixieland at Its 
Best is the fact that it was all recorded “live”— on 
location! Is there anything better than “live” re- 
cording, especially for jazz, to bring out the wonder- 
ful spontaneity of the music? Where was it recorded? 
Where else but in New Orleans, birthplace of jazz, 
home of the blues and of Dixieland. It was one of the 
greatest Dixieland recording sessions of all time, and 
took place in the Parisian Room on Royal Street, 
just a stone’s throw from historic Basin Street. Pro- 
duced were masterpiece performances in the realm 
of jazz. 

From that session you’ll find in this album not one 
band, but three-each with something different to 
offer. There’s a big double Dixieland band made up 
of the top men of the leading groups in the Crescent 
City-the Bourbon Street All-Star Dixielanders. 
Probably never again will there be such a gathering 
of greats. You’ll agree there is something new in 


Dixieland when you hear the sound of this big band 
which kicks off with two trumpets, two trombones, 
two clarinets, two guitars, even two drums! What a 
driving beat, what a lift! The New Orleans tunes are 
augmented by I’m Confessing That I Love You, 
which sort of became “New Orleans” because of 
Louis Armstrong’s famous version of it. On every 
selection the order of horn solos is the same: Girard, 
Shields, Delaney, Bouchon, Almerico, Fountain and 
Pecora. The crowd at the session joins in with en- 
thusiastic back-beat clapping and cheers for the solo- 
ists as they finish some truly great choruses. One of 
the wonderful things about Dixieland is that it’s the 
kind of music that involves the listener as well as the 
player. There’s nothing cerebral about it; it’s all 
heart, true folk art that invites everyone to par- 
ticipate. 

Now, besides the big band, there’s a middle-size 
band headed by Tony Almerico. (This band also 
features the sensational Pete Fountain wailing on 
clarinet,) The Almerico group rolls in some beauties 
that include an original by Louis Armstrong, Some- 
day You’ll Be Sorry, and another one that Louis 
made famous, When You’re Smiling. (Remember 
Louis’ great record of Smiling ?) Last but not least, 
brimming with infectious invention and excitement 
is the small, more or less standard Dixieland band 
led by George Girard— standard, that is, in every- 
thing but inspiration, for the boys never played so 
great as they’re heard on four selections here includ- 
ing, again, two associated with the town’s greatest 
jazz-playing son, Louis Armstrong. 

Yes, there’s variety a-plenty. You’ll find the album 
packed with enough Dixieland goodies to keep the 
house warm all winter. What else can we say except 
. . . listen! It’s all here— the most venerable of jazz 
forms, the liveliest, the most agreeable . . . Dixie- 
land at Its Best. So let your hair down and beat 
off: a-one, a-two, a-one, a-two . . . 


Personnel 

BOURBON STREET ALL-STAR 
DIXIELANDERS 

Leader- 

Trumpet . GEORGE GIRARD 
Trumpet . . .TONY ALMERICO 
Trombone .SANTO PECORA 
JACK DELANEY 
Clarinet ...PETE FOUNTAIN 
HARRY SHIELDS 
Tenor Sax .LESTER BOUCHON 

Guitar FRANK FEDERICO 

WES BUCHANAN 

Bass PHIL DARIOS 

Piano ROY ZIMMERMAN 


Drums . . . .ROGER JOHNSTON 
PAUL EDWARDS 

TONY ALMERICO’S 
DIXIELAND ALL-STARS 

Leader- 

Trumpet .TONY ALMERICO 

Piano ROY ZIMMERMAN 

Bass JOE LOYACANO 

Guitar FRANK FEDERICO 

WES BUCHANAN 

Drums JOHNNY CASTAINC. 

Trombone .JACK DELANEY 
Clarinet ...PETE FOUNTAIN 
Tenor Sax .NINO PECONE 


GEORGE GIRARD AND HIS 
NEW ORLEANS FIVE 

Leader- 

Trumpet .GEORGE GIRARD 

Piano BOB DISCOM 

Clarinet . . .HARRY SHIELDS 
Drums . . . .PAUL EDWARDS 
Trombone .ROBERT HAVENS 

Bass EMILE CHRISTIAN 

Guitar . . . .WES BUCHANAN 

A&R Coordinator: Ethel Gabriel 

After you've enjoyed this album, 

ask your record dealer 

lor other UCA Camden albums. 


SIDE 1 

ORIGINAL DIXIELAND ONE-STEP 

(BMI 4:00) 

George Girard and His New Orleans Five 

SOME OF THESE DAYS <ascap6:43, 

Bourbon Street All-Star Dixielanders 

MILENBERG JOYS (ascap4:3d 

Tony Almerico’s Dixieland All-Stars 

WITH YOU ANYWHERE YOU ARE 

(ASCAP 5:51) 

Bourbon Street All-Star Dixielanders 

DO YOU KNOW WHAT IT MEANS TO 
MISS NEW ORLEANS (ASCAP 4:59) 

George Girard and His New Orleans Five 

SIDE 2 

DA-DA STRAIN (ASCAP 2:58) 

George Girard and His New Orleans Five 

SOMEDAY YOU’LL BE SORRY (BMI 4:17) 
Tony Almerico’s Dixieland All-Stars 
(Jack Delaney, Vocal) 

I’M CONFESSING THAT I LOVE YOU 

(ASCAP 7:11) 

Bourbon Street All-Star Dixielanders 

WHEN YOU’RE SMILING (ASCAP 4:55) 

Tony Almerico’s Dixieland All-Stars 
(Tony Almerico, Vocal) 

SWEETHEARTS ON PARADE (ascap 4:3d 

George Girard and His New Orleans Five 


IMPORTANT! RCA Camden’s monophonic 
records can be played on stereophonic phono- 
graphs. RCA Camden’s electronically reproc- 
essed records with two-channel stereophonic 
characteristics (Stereo/Electronically Re- 
processed) must be played on phonographs 
equipped for stereophonic reproduction. 
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TIE SIMSETTERS 

Pete Fountain is one of the most fantastic clarinetists to hit the 
recording scene. Wyncote is proud to present this fine clarinet 
virtuoso. Pete and the great combo, The Sunsetters, come up 
with some startling sides that are a must for every Pete Foun- 
tain fan. 


SIDE 1 

SIDE 2 

JAZZ ME BLUES 

BUGLE CALL RAG 

SOUTH RAMPART STREET PARADE 
SENSATION RAG 

YUPPA TUPPA-The Sunsetters 

MISS DAISY DELITE 

A FAREWELL 

SCHERZO 

SONATA ALLEGRO 

ONE BLIND MOUSE 


OTHER POPULAR WYNCOTE ALBUMS 



JAVA 

COTTON CANDY 


X SUGAR LIPS 

ANO OTMI-M hAVORlT t- V9 
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FOR YOUR FREE CATALOGUE WRITE TO: WYNCOTE RECORDS. 309 South Brood Street. Philadelphia, Pa. 19107 
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FOUNTAIN 

Recorded “Live" At Pete Fountain's French Quarter Inn. New Orleans 


including: 

OH, LADY BE GOOD!' 

FASCINATION MEDLEY 
Fascination 
Basin Street Blues 
Tin Roof Blues 
Way Down Yonder In New Orleans 

THAT’S A PLENTY 
THE SHEIK OF ARABY 


PETE’S PLACE / PETE FOUNTAIN 


Recorded "Live" At Pete Fountain's French Quarter Inn, New Orleans 


Side One 


1. OH. LADY BE GOOD! 

Clarinet Solo With Orchestra 


George Gershwin-lra Gershwin 


2. FASCINATION MEOLEY: 

(a) FASCINATION — 

(b) BASIN ST. BLUES- S 

(c) TIN ROOF BLUES- Pollock Brunios- 


(d) WAY DOW'N YONDER IN NEW ORLEANS 
Clarinet And Vibraphone Duet With Orchestra 


F, D. Marchetti 
pencer Williams 
Roppolo-Stitzel- 
MareS'Melrose 
Henry Creamer- 
Turner Layton 


3. IT S JUST A LITTLE WHILE (To Stay Here) 

Clarinet Solo With Orchestra 


Pete Fountain- 
Charles “Bud" Dant 


4. THAT'S A PLENTY 

Clarinet Solo With Orchestra 


Lew Pollack 


Side Two 

1. THE SHEIK OF ARABY Ted Snyder-Francis Wheeler-Harry B. Smith 

Clarinet Solo With Orchestra 

2. THE PREACHER Horace Silver 

Clarinet Solo With Orchestra 

3. (What Did I Do To Be So) BLACK AND BLUE Harry Brooks 

Clarinet Solo With Orchestra Thomas Waller-Andy Razaf 

4. MARCH TO PERUNA Pete Fountain-Charles "Bud" Dant 

Clarinet Solo With Orchestra 


COVER PHOTO: HAL BUKSBAUM 


PERSONNHl 

Pete Fountain, clarinet; Earl Vuiovich, piano: Paul Guna, 
guitar and banjo; Oliver Felix, bass; Nick Fatool and Paul 
Edwards, drains: Godfrey Flirsch. vibes. 


One of the most popular clubs in New Orleans is Pete's Place, 
and that is how it is familiarly known to jazz enthusiasts, night- 
lifers and cabdrivers. though its correct name is Pete Fountain's 
French Quarter Inn. On Bourbon Street at St. Anne Street, it 
consists of three rooms, all open to one another, with an appro- 
priately regional decor of brick and wrought iron. The band 
plays in the middle room, which is overhung by a second storey's 
attractive balcony. 


It was here that this album was made, but, as if the normal 
atmosphere were not enough, it was made during Mardi Gras, on 
the Saturday night before Fat Tuesday. 1964. Sometimes, in fact, 
recording had to be stopped because of the noise and commotion 
as parades and sections of parades passed outside. 

Pete Fountain, a popular idol in New Orleans, annually par- 
ticipates in the climactic parade of Mardi Gras on Fat Tuesday 
with his Half-Fast Marching Club, (lie group consisting of musi- 
cians, friends and local buddies, all colorfully costumed at his 
expense. For 1964, an Aztec motif was adopted and they came 
on, some thirty strong, in yellow satin (decorated with orange 
feathers), headdresses of ostrich plumes and gilded shoes, with 
bronze Aztec masks on their breasts. The most resplendent of all 
was Pete in a skirted outfit with a kind of armored top and a 
three-quarter circle of plumes on his head. Blowing his clarinet, 
he led the Marching Club, which was supported by Paul Bar- 
barm’s band in its regular uniforms. 

They all set out from a little tavern on St. Charles Street at 
9 o'clock in the morning. Among the Aztecs were Bud Dant on 
alto horn and Nick Fatool on snare drum, both of whom had 
flown down with this recording primarily in mind. It was a 
joyous day for both, not least for Dant, a former jazz musician 
himself, but currently arranger and a. and r. man. They marched 
along St. Charles Street to the authoritative beat of Barbarin’s 
bass drum, down Canal Street and back past the reviewing stand, 
which Pete mounted to greet Rex (the king of the festival) and 
salute the crowd. Then they marched off into Bourbon Street 
and reached Pete's Place at I o'clock, in need of refreshment, 
but very happy. Some of them were additionally happy in the 
recollection of what they had accomplished here the previous 
Saturday night. 

An enthusiastic audience is obviously a stimulus to any artist 
and the high spirits and excitement of the last Saturday in Mardi 
Gras communicated quickly and found expression in the music, 
as these selections certainly illustrate. 

An up-tempo version of Oh. Lady. Be Good makes an im- 
pelling opener. After the choruses by Pete and vibist Godfrey 
Hirsch, Nick Fatool takes over for an arresting demonstration of 
his drumming skills. Nick's presence in the audience had inevi- 
tably led to requests for him to sit in, which he eventually did 
to the great delight of Paul Edwards. Pete's regular drummer, 
whose inspiration Nick is. The similarity between their styles is 
evir' nt throughout the album. 

Fascination Medley is unusual in its interpolation of three old 


New Orleans favorites: Basin Street Bines, Tin Roof Blues and 
'Way Down Yonder in New Orleans. The contrasts and routining 
are [effective, and the crowd, taken by surprise with each, roars 
in recognition and approval. 

Another traditional number, the reflective It's Just a Little 
While to Stay Here, steadfastly proceeds over the march patterns 
of the rhythm section and features Pete's full, lower-register tone 
to much advantage. 

That's A Plenty, a standard of standards in the jazz repertoire, 
is taken at a moderate and more appropriate tempo than usual 
and builds to a driving climax with Pete's stabbing high notes. 
Nick Fatool is back for this one and the interplay between 
drums, clarinet and vibes is captivating. Hirsch has thirty-two 
bars to himself for relaxed and tasteful variation. 

After the three opening choruses in which Pete employs his 
instrument’s different registers to striking dynamic effect, The 
Sheik of Arabs is also built to a strong climax. Pianist Earl 
Vuiovich debuts as a soloist with a convincing chorus, Nick 
Fatool comes to the foreground for two with clarinet in sole 
support, and then Pete rides out commandingly with the whole 
group. 

Horace Silver's The Preacher is a vehicle well suited to the 
occasion. The congregation dutifully claps hands in agreement 
with the Rev. Fountain’s propositions in the first chorus, and 
applauds them vociferously at the end. 

Pete treats the moving melody of Fats Waller's Black and 
Blue with all the respect it deserves and. as on his best-selling 
Licorice Stick album, makes expressive use of the lower register. 
Godfrey Hirsch's quietly confident vibes contribute a great deal 
to this unpretentious but appealing performance. 

Though March to Perunu is clearly routed through some very 
mountainous country, everyone is full of enthusiasm and energy. 
Nick Fatool is in the first percussion chair, driving all before 
him with an assist from Godfrey Hirsch on snare drum. Earl 
Vuiovich solos again and in the reprise Paul Guna has the lime- 
light, stepping out in lively fashion on banjo. 

This, then, is a sampling of infectiously happy music to be 
heard in Pete's Place, where the principle of enjoyment is para- 
mount all the year round. It is goodtime, foot-tapping music to 
stir the pulse and charge the emotions. It is as spontaneous as 
it is unassuming, and it explains the long lines often outside 
waiting. Not everybody can always get in. but you can with this 
album. You can be there, in New Orlears. at Mardi Gras, the 
gayest time of the year— in Pete's Place.’ STANLEY DANCE 


IF YOU'VE ENJOYED THIS RECORDING . . YOU'RE SURE TO LIKE THESE OTHER GREAT PETE FOUNTAIN ALBUMS . . . 


SOUTH RAMPART STREET PA- 
RADE . PETE FOUNTAIN 



Snulh Rnmpurl street Parade • 
Pul On Your Old Grey Bonnot • 
Tho Second I.lne • Damn street 
Blue* • The Darktown Strutters' 
Ball . Marching 'Hound The 
Mountain • Over The Waves . 
CurolcNN Love • Walking Through 
New Orleane • ugai Bow l Pa- 
rade . Farewell Blues • Wash- 
ington And Leo Swing 
CRL S 7440 
CRL 757440 (Stereo) 


PETE FOUNTAIN'S MUSIC 
FROM DIXIE 



Bye Bye Bill Bailey . I Wish 1 
Could Shimmy Like My Sister 
Kate • High Society . Darkness 
On The Delta* Song Of The Wan- 
derer . Dixie Jubilee • Struttln' 
With Some Barbecue • Shine • 
Chlo-e • Mllenberg Joys * When 
You're Smiling . Hallelujah 
CRL 57401 
CRL 757401 (Stcroo) 


PLENTY OF PETE . PETE 
FOUNTAIN 



After You’ve Gone • Medley: 
Star Dust; In It True What They 
Say About Dixie; When Tho 
Saints Go Marching In; Dixie; 
Don't Be That Way * On The 
Sunny Side Of Tho Street • Just 
One Of Those Things • Stranger 
On Tho Shoro • Jazz Me Blues 
• Bluo Skies 
CRL 57424 
CRL 757424 (Stereo) 


NEW ORLEANS AT MIDNIGHT . 
PETE FOUNTAIN 


Pete 

1—1 

Fountain's 

i 

NEW ORLEANS 

■Hr __ 

AT MIDNIGHT 





Creole Love Call . I Want To Be 
Happy • Brahms' Lullaby • Ballin' 
The Jack . Moonglow . Rockin' 
Chair . Midnight Pete . Bourbon 
Street I'arade • Swing Low • 
Milkin' Whoopee • Battle Hymn 
Of The Republic . Midnight 
lloogle 
CRL 57420 
CRL 757420 (Stereo) 



DIn OP Train • Sing You Sinners 
• Nobody Knows The Trouble 
I've Seen • Swing Low, Sweet 
Chariot . Down By The RlvcrsUU 
. Let Me Walk Closer To Thee . 
Yes Indeed • Swing Low, Sweet 
Clarinet * If 1 Go To The Prom- 
ised Land * I Talk To The King . 
Sometimes l Feel Like a Mother- 
less Child • Joshua Fit The Bat- 
tle of Jericho 
CRL 57304 
CRL 757304 (Stereo) 


Presenting PETE FOUNTAIN-AL 
HIRT • Bourbon Street 



CRL 757389 (Stereo) 


PETE FOUNTAIN’S FRENCH QUARTER NEW ORLEANS • Dear Old Southland 

• Oh, Didn’t He Ramble • Bye Bye Blackbird • Lazy Bonos, and others. 

CRL 57359 • CRL 757359 

PETE FOUNTAIN SALUTES THE CREAT CLARINETISTS • Woodchopper’s 
Ball • Petite Fleur • Sometimes I'm Happy • Frenesi, and others. 

CRL 57333 • CRL 757333 
PETE FOUNTAIN Presents JACK SPERLING AND HIS FASCINATIN' RHYTHM 

• Fascinating Rhythm • Golden Wedding • Big Crash From China • Cute, 

and Other CRL 573 11 • CRL 757341 

PETE FOUNTAIN “ON TOUR” • Hindustan • Now Orleans • Mississippi 
Mud • San Antonio Rose, and others. CRL 57357 • CRL 757357 


PETE FOUNTAIN DAY • I Got Rhythm • Ja-Da • China Boy • Avalon, and 
others. CRL 57313 • CRL 757313 

PETE FOUNTAIN AT THE BATEAU LOUNGE • Deep River • My Melancholy 
Baby • I’ve Found A New Baby • Mack The Knife, and others. 

CRL 57314 • CRL 757314 

THE NEW ORLEANS SCENE • Panama • St. Louis Blues • All Tho Wrongs 
You’ve Done To Me • Lonesome Road, and others. 

CRL 57419 • CRL 757419 

MR. NEW ORLEANS Meets MR. HONKY TONK • Oh, Lady Be Good • Lime- 
house Blues • Honeysuckle Rose • Darktown Strutters' Ball, and others. 

CRL 57334 • CRL 757334 


LET THE GOOD TIMES ROLL • Talkin’ ’Bout You • Get Happy • Georgia 
On My Mind • Blue Clarinet, and others. CRL 57406 • CRL 757406 

I LOVE PARIS • I Love Paris • Frere Jazz • La Vie En Rose • April In 
Paris, and others. CRL 57378 • CRL 757378 

THE BLUES • St. Louis Blues • Blue Fountain • Columbus Stockade 
Blues • Aunt Hagar’s Blues, and others. CRL 57284 • CRL 757284 

LAWRENCE WELK Presents PETE FOUNTAIN • When My Baby Smiles At Me 

• Summertime • If I Had You • On The Alamo, and others. CRL 57200 
PETE FOUNTAIN’S NEW ORLEANS • While We Danced At The Mardi Gras 

• A Closer Walk • When The Saints Come Marching In March • Ole Man 

River, and others. CRL 57282 • CRL 757282 
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SALUTES 
THE GREAT 
CLARINETISTS 


PETE 


Salutes the GREAT CLARINETISTS 

With Orchestra Directed By Charles Bud Dant 


Side One 

1. WOODCHOPPER’S BALL 

2. PETITE FLEUR 

3. SOMETIMES I’M HAPPY 


Woody Herman-Joe Bishop 
Sidney Bechet 


Irving Caesar-Vincent Youmans 

4. FRENESI Alberto Dominguez 

5. WHEN MY BABY SMILES AT ME 

Bill Munro-Harry Von Tilzer-A. B. Sterting-Ted Lewis 

6. MARCH OF THE BOB CATS Bob Crosby 


Sido Two 

1. BEGIN THE BEGUINE Cole Porter 

2. ME ANO MY SHADOW Billy Rose-AI Jolson-D. Dreyer 

3. GREEN EYES A, Utrera-N. Menendez-E. Woods 

4. LET'S DANCE G. Stone-J. Bonime-F. M. Baldridge 

5. MY INSPIRATION 

Bob Haggart-Ray Bauduc-Milton LaMare 

6. AMAPOLA (Pretty Little Poppy) 

Joseph M. Lacalle-Albert Gamse 


Pete Fountain has reached that enviable stage at which the compilers of catalogues for use in record 
shops are uncertain whether to list him under “jazz” or in the "popular” category. In fact, Pete’s success 
helps to underline the inherently false implication of this listing system that jazz cannot be popular 
music in the broadest sense. His two years of national TV exposure with Lawrence Welk, lus extraordi- 
nary success in albums under his own name and most recently the warm reaction accorded his group at 
such music meccas as New York’s Roundtable all tend to prove that given the right blend of musician- 
ship, showmanship and marksmanship, jazz can be aimed at an almost unlimited audience. 

The present collection is Pete’s second big band album. Bud Dant, who helped to produce and write 
the previous venture, the Blues set (CRL 57284), was similarly associated with the new one and used 
basically the same personnel. 

There are three main groups. On all of them the firm foundation is a superbly integrated rhythm 
section composed of Stan Wrightsman on piano, Morty Corb on bass, and a familiar figure common to 
every one of Pete's previous Coral albums (even those recorded in New Orleans), the indomitable and 
propulsive Jack Sperling, whose drums provide a vital and exciting spark throughout. To these men are 
added, on Petite Fleur, When My Baby Smiles at Me, Begin The Begiiine and Amapola, a brass section 
(Conrad Gozzo, lead trumpet; Art Depew, Johnny Best, and George Thow or Jackie Coons, trumpets; 
Moe Schneider, Bill Schaefer and Joe Howard or Marshall Cram, trombones; Pete Lofthouse, bass 
trombone). The rhythm section provides the foundation, on Sometimes I'm Happy, Me ami My Shallow 
and Let's Dance, for a five piece saxophone section with Willie Schwartz, alto and tenor; Eddie Miller, 
Plas Johnson, Babe Russin, tenors; Chuck Gentry, baritone. On Woodchoppers ’ Ball, Frenesi, March of 
the Bob Cats, Green Eyes and My Inspiration the same reeds, brass and rhythm are combined for some 
of the most potent big band sounds ever produced by these topflight West Coast musicians. 

Of the album’s theme, Pete says: “This is my tribute to some of the great people who have been asso- 
ciated with the clarinet. It’s not in any way an attempt to duplicate their individual styles.” It will be 
noted that the seven clarinetists saluted are all men who came to prominence in the 1920s and ’30s. The 
reason will be clear to anyone who has followed the jazz scene: Pete Fountain is the first man on his 
instrument to achieve complete national success and economic security since the dying days of the swing 
era, when for no apparent reason the thin black horn lost its vogue. 

“I have to keep in mind,” observes Pete with typical frankness, “that I was lucky to have an open field 
on my instrument. After all, when Benny Goodman came along, most of the time he had Shaw and 
Herman and Dorsey and others on his back; but the fellows who came up in between that period and 
the present — Buddy de Franco, Tony Scott and the others — are in a different field and represent a 
different approach to the instrument.” 

I would, debate this last item; despite his New Orleans associations and Dixieland background, Pete 
essentially is a modern musician, one who has listened to jazz with ears that are as harmonically 
sensitive and fingers as consistently agile as those of De Franco and the other contemporary stylists. 
The point has never been more clearly made than in these sides on which, as he emphasizes, the tributes 
are to earlier figures but the style is deliberately his own. 

“The orchestra,” says Bud Dant, “was supposed to be built around Pete to showcase him, rather than 
to be integrated with him. And in the arrangements we would use a phrase or passage here and there 
that might be reminiscent of the original recording, but here again there was no exact carbon copying.” 

Woodchoppers' Ball (I have always felt the apostrophe should come after rather than before the s, 
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because the woodchopping clearly was a concerted effort) was the first hit recording of the Woody 
Herman band, cut in April 1939, some 2‘. i years after Woody's debut as a recording bandleader Based on 
a simple repeated riff in the 12-bar blues pattern, it was rearranged for this date by Don Baglcy In addi- 
tion to Pete's buoyant pied-piping there is strong support from drummer Sperling and pianist Wrightsman 

I’clilr Fleur has an ironic history. Though the late Sidney Bechet had composed and recorded it 
several years earlier, it went almost unnoticed until Monty Sunshine, a British musician took it up in 
1956, His recording with Chris Barber's band became a sensation, first in West Germany then in 
Britain and finally in 1959 in the U. S. it was through this freak chain of events that Bechet just before 
his death, found himself the composer of a song on the Hit Parade. The Fountain treatment is 
ingeniously scored by Bud Dant for the brass section, with some attractive and solidly swinging effects 
accomplished in mutes. 

Sometimes I’m Happy was one of the first Benny Goodman recordings to penetrate to a mass public 
in the swing years. The famous Fletcher Henderson arrangement was cut by Benny for a 18 rpm single 
in July 1935. “Benny was one of my early idols," says Pete. "I used to hear him play this on the old 
Camel Caravan show." The Don Baglcy arrangement uses saxes and rhythm, with a deep voicing 
featuring four tenors (Plas Johnson has the lead) and baritone. 

Frenesi was a tune Artie Shaw brought back from Mexico after the well-remembered walkout with 
which he abruptly ended the career of his second band, late in 1939. Artie's version, cut in March 1940, 
featured a large orchestra with 13 strings. Art Dcpcw scored it for Pete with the full complement of 
brass, saxes and rhythm; the performance swings all the way, touching only lightly and briefly on the 
Latin rhythm concept. 

When My Baby Smiles At Me has nostalgic associations for Pete. “Ted Lewis was my daddy’s idol. 
Dad didn’t play clarinet, just a litle drums and violin, but he was crazy about Ted Lewis, and when 
I was about 11 or 12 he took me to hear him at a local theatre. I guess he was the first clarinetist 
I ever heard in person.” How far the clarinet has progressed since then can be deduced from Pete’s 
elegant, limpid-toned, rhythmically subtle delineation of the hoary melody in this Bud Dant arrangement. 

March of the Bob Cats, composed by Irving Fazola, was recorded by him in March 1939 with Bob 
Crosby’s Bob Cats, an octet contingent from the big Crosby band. Pete, who worshipped Fazola, heard 
him often in New Orleans, from the time Faz left the traveling big band scene until he died in 1949. 
Much of the excitement and vigorous sincerity of the old Crosby band lives anew in this Morty Corb 
arrangement, which has solo spots by Eddie Miller and Moe Schneider as well as some of Pete’s best 
work of the entire album. 

Begin the Beguine was of course the biggest Artie Shaw hit of all. The brass section backs Pete 
effectively in a Don Baglcy chart. Here the mood and pattern of the original treatment (Shaw recorded 
it in July 1938, by the way) are retained more exactly than on most of the tracks in this album. 

Me and My Shadow, a second tribute to Ted Lewis, has Pete with a sax section backdrop in an 
Art Depew arrangement. The saxophone voicing is similar to that heard on Sometimes I'm Happy. 

Green Eyes was one of a series of hits established in the early 1940s by the Jimmy Dorsey orchestra, 
which at that time served largely as a setting for the vocals of Helen O’Connell and Bob Eberly. 
The tune has since been used occasionally as a basis for jazz improvisation, and in this instrumental 
version it serves as an excellent vehicle for Pete’s clarinet, with the full band featured in a Morty 
Corb orchestration. 

Let's Dance, a swing version of Karl Maria von Weber’s Invitation to the Dance, has been popular 
for more than two decades as Benny Goodman’s theme. In this Morty Corb score Pete introduces 
the melody to a background of five saxes led by Willie Schwartz’s alto. Again Jack Sperling’s drums 
are a major incentive to the soaring Fountain horn. 

_My Inspiration is another of the compositions recorded by Irving Fazola during his two-year tenure 
in the Bob Crosby orchestra. Crosby cut it with the full band in October 1938 and another clarinetist who 
was a member of the Crosby crew at that time, Matty Matlock, wrote the new arrangement used here 
as a setting for Pete Fountain. The minor-key melody sounds as beautiful as ever after 22 years. 
Melodically and harmonically it’s a superb piece of material for Pete. After a Sperling break the tempo 
doubles to bring the performance to a compelling climax. 

Amapola, like Green Eyes, was a vocal vehicle in the Jimmy Dorsey band, and coincidentally it has 
a melody strikingly similar in pattern. Art Depew wrote the Fountain arrangement, featuring the brass 
section. Jack Sperling’s punctuations drive the final chorus along engagingly and Pete uses a 
Goodmanesque flourish to bring the album to a swinging close. 

In concept and execution I believe this is the most successful Pete Fountain album to date, one that 
will serve to remind many fans of a point made by Bud Dant when we were discussing Pete’s accomplish- 
ments. "Pete hasn’t only helped to bring the clarinet back in front where it should be,” said Bud, "he’s 
also managed, with his musicianship and his colorful personality, to make many new friends for jazz 
in general.” LEONARD FEATHER 

(Author of The New Encyclopedia of Jazz) 
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SELECTIONS INCLUDE: 

Side One 

1. DEEP RIVER 

2. MY MELANCHOLY BABY 

Ernie Burnett-George A. Norton-Maybelle E. Watson 

3. I'VE FOUND A NEW BABY Spencer Williams-Jack Palmer 

4. MACK THE KNIFE Kurt Weill Bert Brecht 

5. CREOLE GUMBO 

6. YOU BROUGHT A NEW KIND OF LOVE TO ME 

Sammy Fain-Pierre Norman-lrving Kahal 

Side Two 

1. LONDONDERRY AIR 

2. NOBODY KNOWS THE TROUBLE I'VE SEEN 

3. AFTER YOU'VE GONE Henry Creamer-Turner Layton 

4. GIN MILL BLUES 

5. LITTLE ROCK GETAWAY Joe Sullivan 

6. BLUE LOU Edgar Sampson-lrving Mills 

You know the old wheeze to the effect that . . you can take 
the boy out of the country; but you can't take the country out 
of the boy." Equally true, 1 think, is the fact that you can take 
a New Orleans musician away from New Orleans . . . but you 
won't be able to keep him away for very long. There are some 
exceptions, of course, such as Louis Armstrong; but by and large 
the lure of this fascinating city has its effect on its native sons, 
and back they come to the sights, smells, sounds that combine 
in a distinctive aura that means home . . . New Orleans ! And 
Pete Fountain is one of the latest of a long string of New Orleans 
musicians who found that fame and fortune elsewhere were not 
attractive enough to keep them away from the jazz scene in 
which they were steeped. Two years on the West Coast, as 
featured jazz clarinetist with the Lawrence Welk Orchestra, 
were enough for Pete; and now he’s back — and Dan Levy’s 
Bateau Lounge on Bourbon Street is resounding with more fine 
music — and catering to larger crowds of enthusiastic customers 
than it has in many a moon. 

Pete started to study clarinet when he was twelve years old. He 
was twenty-nine last July 3rd— having been born in 1930.) Prob- 
ably because he was impatient to play he didn’t spend much time 
learning to read music; he preferred to listen to other clarinetists 
—and to practice. It's evident, then, that the man has a great ear 
as well as a wonderful tone and talent for improvisation. 
Although he improved his reading ability through study while 
with Welk. it hasn’t lessened his spontaneity or flair for jazz. 
Rather it has undoubtedly increased his ability to arrange some 
things, to point up the impromptu solos that are to follow. 

When Fountain returned to New Orleans from California in 
the spring of 1959 to set up shop at The Bateau Lounge, fronting 
his own combo, he brought with him a pianist whom he had met 
at a houseparty in Los Angeles. A jam session at the houseparty 
had developed; and it was sufficient introduction to pianist Merle 
Koch (pronounced Cook) for Pete to realize that this was a 
musically kindred spirit; and forthwith asked Merle to come with 
him to New Orleans. Merle was born in Lexington, Nebraska 
in 1914, and was trying his hand at the keyboard even at the 
age of four. When Merle was eight, his father decided it was 
high time he took some lessons; but the idea was short-lived, as 
Merle was too used to playing by ear. It was only much later 
that he learned to read. He played piano all through school; and 
had his first professional job immediately upon finishing high 
school. When he was twenty-two he headed for Los Angeles; 
and there he stayed until he accepted Pete’s bid to become his 
pianist in his new group in New Orleans. 

Merle is well aware of all eighty-eight keys on the piano; and 
he uses both hands to excellent advantage. One reason may be 
because of his familiarity with many of the old Jelly Roll Morton 


compositions. His usual style, however, reminds this writer quite 
a bit of the Bob Zurke and Joe Sullivan school of thought -but 
with plenty of Koch touch and ideas, too. 

Two West Coast musicians were brought to New Orleans for 
this recording date. Bassist Don Bagley and drummer Jack 
Sperling. Don was born in Salt Lake City, Utah, July 18, 1927. 
He studied bass with Arthur Pabst, composition with Dr. Wesley 
La Violette, and is a graduate of Los Angeles City College. Not 
only has he had considerable experience with small bands; but 
he is an alumnus of the Stan Kenton Orchestra (1950-54) and 
the Les Brown Band. 

Jack Sperling was with the big Glenn Miller Orchestra that 
Tex Beneke took on the road back in the ’40s after World War II. 
He was with the Les Brown Band for several years, and still is 
Les's drummer for the Bob Hope shows — although most of his 
work is as a member of the musicians staff at NBC in Holly- 
wood. 

About the Music . . . 

Side One 

( 1 ) Maestro Fountain is at the helm for the traditional cross- 
ing of that "Deep River”; and since there are no oars for this 
modern day musical journey, Pete revs up the engine with five- 
note clusters in the 8-bar intro; and it’s full-speed ahead. A minor 
motif hints of a storm in the third chorus; First Mate Koch wails 
“Land-ho!" for sixteen bars (musical, not sand...) A repeat 
of the original intro leads into the last two choruses of smooth 
sailing, finally coasting into Canaan’s dock for the last eight 
bars , . . 

(2) A soothing first chorus lifts Baby out of her melancholia, 
at least temporarily; and Jack Sperling's 4-bar break leads into a 
swinging second chorus. After kicking up their heels for 24 bars, 
Sperling puts his foot (and the beat) down on all this frivolity; 
and the rest of the chorus is taken at the original tempo and 
lower register for Pete's clarinet. The group eases out on a 4-bar 
coda (a repeat of the intro, actually) leaving Baby decidedly less 
melancholy than when they started this serenade . . . 

(3) The logically joyous connotations of “I Found A New 
Baby" are apparent in this rendition of the old Spencer Williams 
"tour de force.” The ensemble gathers steam during the first two 
choruses; then it's solos all around — a chorus each by Koch and 
Bagley — followed by two choruses by drummer Sperling, who 
has both bass drums going in ecstatic fashion in his second 
chorus. Merle Koch's descending harmonics (rather reminiscent 
in melody to the old "Egyptian Ella") were not lost on bassist 
Bagley, who echoes them in his solo. Pete leads the way for the 
final two choruses with a skill and exuberance that will remind 
many of the palmy days of the swing era. 

(4) "Mack The Knife" ("Moritat” or "The Theme from The 
1'hree-Penny Opera" by Kurt Weill) sneaks in with cat-like 
tread, mysterioso fashion; but the happy sounds that follow lead 
one to believe that “Mack” is not nearly as ominous a person as 
he is reputed to be. Rather, he gives the impression of being a 
sort of Til Eulenspiegel-type fellow . . . 

(5 ) As tasty as the New Orleans dish for which it was named. 
“Creole Gumbo" has just the right amount of musical tabasco 
to set all feet a-tapping. It’s an original devised by Pete, pianist 
Koch, and Bud Dant — based on the chord progression of "When 
The Saints Conic Marching In." The close-harmony figure be- 
tween clarinet and piano, comprised of five-note clusters, is 
repeated during Jack Sperling's 16-bar drum solo to the extent 
that it sounds like lie’s playing melody! 

(6) No nightingale ever sang any sweeter than Pete’s clarinet 


on this one. Merle's tasty chord work is heard to advantage in 
the second chorus, with “Bags" playing real pretty on the release. 
Chances are “You Brought A New Kind of Love To Me" will 
inspire you to dance, rather than dream, “. . . the whole night 
through . . 

Side Two 

( 1 ) This slightly up-tempo Fountain-Dant adaptation of the 
traditional Danny Boy of Londonderry fame is appropriately 
happy in mode rather than doleful — as it is dedicated to the 
genial, portly proprietor of The Bateau Lounge, Dan Levy. Jack 
sets the tempo in the eight-bar intro; and Pete gives it the nos- 
talgic touch for 3/ 4ths of the first chorus until a burst from 
Jack s drums sends them off and flying. Notice the simple but 
effective “stops" by unison bass and piano behind Pete's solo 
work. 

(2) The piano opening and closing on the old traditional 
spiritual "Nobody Knows The Trouble I've Seen" is in the 
expected pensive mood. However, music has the power to lift 
folks out of their "miseries"; and by the second chorus, although 
the tempo never changes, there is a lift to the mood, and it 
becomes a wail of new hope and vigor. Again, simplicity is the 
keynote. 

(3) Despite the rather “torchy” lyrics of “After You’ve 
Gone", instrumental!)’ it has been a happy swinger for combos 
and big bands alike — and this rendition is no exception. Don 
Bagley not only solos well for a chorus, but lays a steady beat 
throughout. Sperling gets loose at the drums for two: and then 
Pete's clarinet comes in with a wail of approval to lead 'em out. 

(4) The blues have long been a favorite mode of expression— 
undoubtedly because they mean so many different things to 
different people; and different things to the same people at 
different times. When played or sung simply and honestly, the 
blues are an outpouring of the soul — a sort of musical psychia- 
trist’s couch, a communication of ideas (happy or sad): and 
when there is a rapport among the musicians such as exists here, 
the response is a sympathetic one. Notice in the intro when 
Merle at the piano states the mood in the first bar how Pete 
answers him in the second as if to say “Yeah, Dad; WE know . . ." 
and again in the third and fourth bars. "Gin Mill” follows the 
traditional 12-bar pattern— following the 8-bar introduction, w ith 
solos by Pete, Merle and Don — as Jack lays down a stable 
though unobtrusive beat and brings them in nicely for the 
ensemble final chorus. The introductory motif is repeated in the 
8-bar coda. "Gin Mill” is not as widely known as some of the 
blues songs: but 1 expect you’ll find this "spinning ’round in 
(your) brain" frequently after hearing it . . . 

(5) Merle Koch’s piano solo on "Little Rock Getaway" is in 
the Bob Zurke-Joe Sullivan tradition — a most worth-while tradi- 
tion which Koch’s own taste and touch enable him to carry on 
in authentic fashion, yet with fresh ideas. Pete joins in for some 
precise work on the last go-round; and the rhythm backing is 
light and tasty throughout. 

(6) The old Edgar Sampson favorite. "Blue Lou", is taken at 
a lunky tempo, and rounds out this session. Piano and clarinet 
add Pete's “theme", a five-note sequence usually heard else- 
where in more strident fashion; but played here a la tongue-in- 
cheek w ith t. 1. c.* So endeth a typical set at The Bateau Lounge 
in New Orleans before a properly appreciative audience— an 
audience that remained to hear even more after the micro- 
phones and recording equipment had been stashed away. 

Dick Martin 

Radio Station WWL, New Orleans 

* (Tender Loving Care.) 
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SELECTIONS INCLUDE: 


Side One 

1. ST. LOUIS BLUES W. C. Handy 

2. BLUE FOUNTAIN Frank Scott-Stan Wrightsman 

3. COLUMBUS STOCKADE BLUES 

Jimmie Davis-Eva Sargent 

4. AUNT HAGER’S BLUES W. C. Handy 

5. LONESOME ROAD Nat Shilkret-Gene Austin 

6. THE MEMPHIS BLUES 

W. C. Handy-G. A. Norton 


Side Two 

1. MY INSPIRATION 

Bob Haggart-Ray Bauduc-Hilton LaMare 

2. WANG WANG BLUES Gus Mueller 

Buster Johnson-Henry Busse-Leo Wood 

3. BEALE STREET BLUES W. C. Handy 

4. WABASH BLUES Fred Meinken-Dave Ringle 

5. FIVE POINT BLUES Yank Lawson 

6. BAYOU BLUES Morty Corb 


Personnel on: LONESOME ROAD • BAYOU BLUES • MY INSPIRATION • COLUMBUS STOCK- 
ADE BLUES • WABASH BLUES 

Trumpets— Mannie Klein. Conrad Gozzo, Art Depew, Shorty Sherock 
Trombones— Moe Schneider, William Schaefer, Harold Diner, Peter Lofthouse 
Reeds— Jack Dumont. Eddie Miller, Russ Cheever, Babe Russin, William Ulyate 
Rhythm— Jack Sperling, drums; Stan Wrightsman. piano; Morty Corb, bass. 

Personnel on: ST. LOUIS BLUES • BLUE FOUNTAIN • WANG WANG BLUES 

Trumpets— Mannie Klein, Conrad Gozzo. Art Depew, Jackie Coon 
Trombones— Same as above 

Reeds— Wilber Schwartz, Eddie Miller. Babe Russin, Matty Matlock. Chuck Gentry 
Rhythm— Same as above. 

Personnel on: MEMPHIS BLUES • AUNT HAGER’S BLUES • FIVE POINT BLUES • BEALE 
STREET BLUES 

Trumpets— Ray Linn, Jackie Coon, John Best, Art Depew 
Trombones— Same as above 

Reeds— Jack Dumont, Russ Cheever, Eddie Miller, Babe Russin, Chuck Gentry 
Rhythm— Same as above. 


P ETE FOUNTAIN IS BACK in jazz where he belongs. The clarinetist from New Orleans has 
returned home “to swing a little,” as he engagingly put it, “and live the life that I know best.” 
Though grateful for the exposure and recognition accorded him while the swinging member 
of the Lawrence Welk TV family, it became progressively apparent to Fountain, during his 
two-year tenure with the Welk organization, that the association could not be a lasting one. 
“I guess champagne and bourbon don’t mix,” he told a writer from Down Beat Magazine. 

“Environment plays a large role in a person’s development,” say certain influential members 
of the psychiatric fraternity. Fountain’s life story is wholly in harmony with this idea. Jazz 


has been a port of his experience almost as far back as he can remember. His Dad was a jazz 
musician; jazz was a frequent subject of conversation among his friends, and the sound of 
this music, a constant feature in and around the Fountain house. As you know New Orleans 
has always had more than its share of jazz, being one of the chief centers, cradles if you will 
of -our" music. Elements peculiar to jazz and jazz performance were/are to-be’found there 
without really looking. 

Considering the situation in which Fountain was born and bred, it was almost inevitable 
that he select an instrument basic to the more traditional forms of jazz. At 12 he began his 
study of the clarinet~a full-time job ever since-with Mr. Allesandro of the’ New Orleans 
Symphony. For nearly seven years, Fountain played and studied before working his first pro 
fessional job. It was a rather affecting experience. Pete replaced his idol, Irving Fazola at a 
strip joint, the night of his death. 

“I had to lle about my age," Pete told an interviewer. “After a little while the management 
found out and fired me, so I started gigging around the city, anywhere I could work.” 

With the exception of a few trips to Chicago to work at Jazz Limited and the Blue Note 
Pete stayed close to home. He worked with a number of New Orleans traditional units and 
was quite happy with his lot. In 1957, Welk beckoned, and this relationship that would thrust 
the clarinetist into the commercial big time began. It ended in 1959, and Down Beat most 
succinctly expressed the reason; “Jazz is jazz, and square is square, and never the twain shall 
meet.” 

Prior to returning to New Orleans to open his own jazz club. The Bateau Lounge on Bourbon 
Street, Pete cut this album, in itself an emancipation proclamation. He obtained men that he 
respects and calls “the Hollywood studio elite”; all of whom feel jazz strongly, are flexible, 
and in the same traditional/swing idiom as Fountain. 

“We got the right cats,” Pete enthusiastically declared during our phone conversation. “The 
guys were happy. Mannie Klein enjoyed the dates so much that he brought his wife after the 
first session to hear the rest. These sessions weren’t like recording dates. They were relaxed. 
All of them should be that way . . . The real important thing was to get off the ground right 
away and swing, and I think we did that.” 

Asked about his style, the general feel of his solos in this presentation, he replied: “I’m trying 
to combine Fazola’s mellow sound with Benny Goodman’s drive. Both of these guys are my idols. 
Yeah, a mellow sound with drive, that gets it! 

“Before I forget, I’d like to say a word about the soloists. Eddie Miller, an old favorite of 
mine, had the tenor solos; John Best and Conrad Gozzo, the trumpet jazz; Moe Schneider was 
our trombonist; and the mellophone comments were by young Jackie Coon, a West Coast kid 
who really breaks it up!” 

Mention was made of the man with iron lips and leather lungs, one Conrad Gozzo, "the daddy” 
of lead trumpet men, and drummer Jack Sperling who seems to fit in any musical clime. And 
then we spoke of the album concept, how appropriate it was considering the situation. 

What better way to celebrate a return to jazz than by cutting an album of blues? Pete selected 
old ones and had some new ones written. All of them, in performance, are blues in feeling; the 
majority, blues in form, as well. The arrangements by Bud Dant, Frank Scott, Stan Wrightsman, 
Art Depew and Morty Corb are uncluttered and swinging, show Pete to advantage, and have 
an unmistakable traditional flavor. 

What this writer finds most impressive is the relaxation and lack of pretension about the 
program. Though there is a big band involved here, an easily recognized sense of rapport 
typical of small band playing permeates these performances. But that is as it should be, for 
large jazz bands are most commanding when functioning as a great small unit would. As 
drummer Mel Lewis said while a member of the Stan Kenton band: “When we can get 18 men 
‘walking’ like five, the band is truly swinging.” 

As for Fountain, himself, I think you'll dig him, for he doesn’t try to prove anything with 
his playing. His only desire is to tell a story through his horn, and most often it is more than 
ample recompense for the time spent listening. BURT KORALL 


IF YOU'VE ENJOYED THIS RECORDING ... YOU'RE SURE TO LIKE THESE OTHER GREAT LONG PLAY ALBUMS: 



The Dixieland Band • Georgia 
On My Mind • Everybody Loves 
My Baby . Basin street Blue* • 
When My Sugar Walks Down The 
Street • Alabama Jubilee « Bill 
Bailey, Won’t You Please Come 
Home • When It's Sleepy Time 
Down South • Is It True What 
They Say About Dixie • Weary 
Blues « Mississippi Mud • When 
The Saints Go Marching In 
CRL 57245 
CRL 757245 (Stereo) 



inced At Tin 


Saints Come Marchti 
h a When It’s Sleepy Time 
i south • Ol’ Man lllvcr • 

hi Fields • .Sweethearts On 

de • Do You Know What It 
, . To Miss New Orleans . 
n street Blues • Lazy River 
Vay Down Yonder In New 
uns • Tin Roof Blues 
57282 



Blues For ’’The Street** • I-ove 
Is Just Around The Corner • 
Body And Soul • Mop-Mop . 
Lester Leaps In • Lover Man (Oh. 
Where Can You Be?) • Woody 
’N* You • ‘Round Midnight • 
Ornithology 
CRL 57239 
CRL 757239 (Stereo) 



When My Baby Smiles z\t Me • 
Summertime • If I Had You • 
La Vie En Rose • On The Alamo 
• Titter Rug • 1 Want A Girl • 
Dancing In The Dark • My Blue 
Heaven • That Old Feeling • 
I’m Looking Over A Four Leal 
Clover • Hindustan CRL 57200 


T v Western Theme Songs 



Ballad Of Paladin • The Restless 
Gun • Wagon Train • Broken 
Arrow • Sugarfoot • Tales Of 
Wells Fargo •« The Legend Of 
Wyatt Earp • Maverick • Chey- 
enne • Gunsmoko . Twenty 
Mule Train • My Calico Gal 
CRL 57267 
CRL 757267 (Stereo) 
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Clarinet Solos with Rhythm Accompaniment 

SELECTIONS INCLUDE: 


Side One 

1. WHILE WE DANCED AT THE MARDI GRAS 

Alfred Oplor '•Johnny Moiver 

2. A CLOSER WALK 

Adapted & Ait: Pete Fouutaln-ChiuU's Haul 

3. WHEN THE SAINTS COME MARCHING IN MARCH 

Adapted & Air: Pete Fountnln-Chnrles Pant 

4 WHEN IT'S SLEEPY TIME DOWN SOUTH 

I.eon Oils Hene-Clarenee Muse 

5- OL’ MAN RIVER O, Haiumerstelu ll-J. Kern 

6. COTTON FIELDS c. C. Carter 


Side Two 

1. SWEETHEARTS ON PARADE 

Charles Newman •Carmen Lombardo 

2. DO YOU KNOW WHAT IT MEANS TO MISS NEW ORLEANS 

lamia Alter-Kddle Do Lange 

3. DASIN STREET BLUES .Spencer William* 

4. LAZY RIVER II. Cnnutchucl-Shl A rod In 

5. WAY DOWN YONDER IN NEW ORLEANS 

Henry Creamer- Turner Layton 

6. TIN ROOF BLUES L. Poppolo-P. Mnres-G. Ilrunles 

B. PoUack-M. Stllze-W. Melrose 


No matter how far upstream j;t 2 z may have come from New Orleans, there exists a nostalgia, 
in some cases a reverence, in most minds, for that early cradle of American music. And, as a 
general rule, New Orleans musicians help to perpetuate that nostalgia and reverence. They live 
on streets with wonderful names. They study in time-honored tradition. They begin their 
professional lives in a flamboyant manner. Then they work on other streets with even more 
wonderful names. And, at least since that first wave or two, which went to Chicago, they just 
never want to leave home. 

Pete Fountain is a New Orleans musician and he fits that pattern in a manner almost too 
good to be true. 

Born there in 1930 (July 3rd), he studied clarinet with Mr. Allessandra of the New 
Orleans Symphony. Although he played jazz during those early years, it wasn't until he was 
nineteen that he worked his first professional jazz job. "It was the night that Fazola died. They 
needed someone to substitute for him, so I took his job in a strip place." That was an odd 
coincidence, because Irving Fazola, another New Orleans musician who didn't like to leave 
home, and Benny Goodman were the two greatest influences on Fountain (“my two real 
idols”), and they still are, as is evident in his playing. 

"I had to lie about my age to get that job. After a little while the management found out 
and fired me, so I started gigging around the city, anywhere I could work." 

Then, several years ago, Pete did leave New Orleans, and Lawrence Welk confused his 
listeners and watchers somewhat by hiring Pete as a soloist, presenting him once an evening 
with a small unit from the band in some jazz selection. 

This viewer at least (and I have always been a steady customer, because the Lawrence Welk 
program is continually the best comedy show on television) was disturbed by Welk's perpetua- 
tion of the age-old legend that jazzmen couldn't read music. He even apologized to his audience 








v away Jr civ. ! 


JV -'- ,n,u 6 inactivity uuring most ot the 
hand numbers. But audience reaction was enthusiastic and Pete gratefully acknowledges the 
debt which he owes to Welk for his current jazz success. 


in 1957, I totally had the opportunity to hear Fountain without Welk, when he sat-in with 
the Bobby Hackett sextet in the Voyagcur Room. He was already beginning to feel the pinch 
of once-a-week jazz, and his enthusiasm that night was contagious, and so was his playing. 

Perhaps that was the breaking point, for, although he stayed with Welk for a year after 
that, he had begun to collect train, bus and plane schedules from anywhere to New Orleans. 

This year the urge became too strong and back he went. Now he lives on Annunciation 
Street and works in a club called the Bateau Lounge on Bourbon Street (what did 1 tell you 
about those names ? ) . 


He has a small interest in that club. Hey, you know what, we play six hours a night, and 
the place is packed from nine until one practically every night. You know that puts a little bread 
on the table" (all of this in less of a Southern accent than has Shorty Rogers). 

During the day hes still studying: There's always so much more to learn." But at night, for 
six hours, with just a rhythm section, he makes the bread that goes on the table, believing 
that by the time that all the publicity from the Welk show comes to an end, he may be lucky 
enough to have built a sufficient reputation of his own. 


There s stdl quite a bit of jazz in New Orleans, you know. In proportion, we probably have 
more than you have in New York City. We certainly have more than in Los Angeles. On 
Bourbon Street alone, there's seven Dixieland bands. Pius me. You know, me and the rhythm. 
We just swing away." 


That, this album will show. With pianist Stan Wrightsman, bassist Morty Corb and drummer 
Jack Sperling, all of them free-wheeling swingers, Pete demonstrates what has been a long 
time developing in this guided tour through his musical life-that Pete Fountain is a wonderful 
clarinetist, a member of that old school of warm, personally communicative musicians whose 
playing denies a dateline. What can be heard here is an excellent musician, accompanied by 
other excellent musicians, playing songs that are as familiar as the seasons of the year, allowing 
talent and artistry to grace each with that pleasant freshness that each season brings. 

But now 1 am getting carried away by words, and the temptation is strong to close with 
some play on his name, such a wonderful one for a jazz musician. I thought for the moment 
that such a working of his name into the album title would be especially fitting. But Pete 
Fountain’s New Orleans is probably the best name that there could he for this collection. 
If You Knott' What It Means to Miss New Orleans, you'll know how happy he is to be back. 
And this is the eminently satisfying music of a happy man. 

Bill Coss 


IF YOU'VE ENJOYED THIS RECORDING . . . YOU'RE SURE TO LIKE THESE OTHER GREAT LONG PLAY ALBUMS: 



A Man Has Gotta Sing • The Way 
You Look Tonight • Take Me . 
• Taking A Chance On Love , 
You'll Never Walk Alone • You 
And The Night And The Music « 
Kock-A-Dye Your Baby With A 
Dixie Melody • My Homance . 
All The Things Y<-u Are • It AM 
Depends On You • I-ove Here 1 •. 
My Heart • Stella By Starlight 
CRL 57239 
CRL 737230 (Stereo) 



Hooray Fur Love • Time Al 
Time • I Concentrate On Yin 
llewaro My Heart s Lover In 
House • Illah-Blah-lllah . 
About Myself # Too Laic Nov 
love Is A Simple Thing • I 
Is A Season * Isn't It A I'll) 
All About Love 
CRL 3720H 
CRL 7S72GH (Stereo) 



'Deed I Do* You Took Advantage 
Of Me * Blue Moon * Slug You 
Sinners * A Touch Of The Blues 
* Goody, Goody * Too Close For 
Comfort * Do Nothin' Till Yuli 
Hear From Me • Moonlight 
Mississippi (A Whistle Slop 
Town) * l wish I Were In Love 
Again * Sunday In Savannah * 
This Can't lie Love 
CRL 37200 
CRL 757200 (Stereo) 
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When My Baby Smiles At Me * 
summertime * If I Hod You * 
La Vie Kn llose * On The Alamo 
• Tiger Hug * l Want A Girl • 
Dancing In The Dark * My Blue 
lleuvon * That Old Feeling • 
I'm Looking Over A Four Leaf 
Clover * Hindustan CRL 37200 



The Dixieland Band * Georgia 
On My Mind * Everybody Loves 
My Baby • Basin Street Blue* * 
When My Sugar Walks Down The 
Slre«t * Alabama Jubilee * Bill 
Bailey, Won't You IHeaao Conte 
Home * When It's Sleepy Time 
Down South * I* It True What 
They Say About Dixie * Weary 
Blue* * Mississippi Mud * When 
The Saiuta Go Marching In 
CRL 37243 
CRL 737243 l*tereo) 



li.sll.ul Of Paladin • The Restless 
Gun * Wagon Train * Broken 
Arrow • Sugarfool • Tales Of 
Well* Fargo *• The legend Of 
Wvatt Karp • Maverick * Chey- 
enne • Gunsmoke • Twenty 
Mule Train * My Calico Gat 
CRL 37207 
CRL 737207 (Stereo) 
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DIXIELAND JAMBOREE 


HIGH FIDELITY 


The Big Parade 
Rockin' Chair 
Dream Boat 
Squeeze Me 
Farewell Blues 
Down Home Rag 
Lovin' Arms 
Lullaby of the Leaves 
Trippin' Along 
Easy Livin' 


THE DIXIELAND KINGS 





HIGH FIDELITY 


33 rpm • long playing 


These stereo ph onic recordings ore mode from the finest stereo tapes and should he 
ployed on stereophonic equipment. Hoivever they can he played on regular 33 rpm 
Long Playing pi, onographs . 
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NEW RELEASES 


665 STEREO SOUND SPECTACULAR 

Sounds of Trains, Jets, Ships, Drums, Sea 

664 PERCUSSION PIANO in RHYTHM 

Can Can, Song of India, La Paloma, etc. 

663 CHA CHA CHA 

Sweetheart Cha Cha, Let’s All Cha Cha, etc. 

662 MUSIC OF GEORGE GERSHWIN 

Strike Lip The Band, Embraceable You, I Got Rhythm, etc. 

661 POLKA-GO-ROUND 

Helena Polka, Clarinet Polka, Annen Polka, etc. 

660 PIANO POPS — CHOPIN FAVORITES 

Minute Waltz, Polonaise, Fantasie, etc. 

659 MOST FAMOUS OPERA GEMS 

Soloists and Chorus of OLYMPIA OPERA HOUSE 


658 HAWAIIAN HOLIDAY 

Aloha Oe, Hawaiian War Chant, etc. 

657 WALTZES FOR DANCING 

Waltz of the Rowers, Green Sleeves, etc. 

656 TCHAIKOVSKY SYMPHONY ±5 

Vienna Concert Orchestra directed by Albert Cohen 

655 LATIN FAVORITES in PERCUSSION 

Mambo Bongo, Latin Lullaby, etc. 

654 ALL THE BEST CHILDREN'S STORIES 

Hans Christian Andersen, Christopher Robin 

653 SONGS OF AMERICA-SEA SHANTIES 

Wayfaring Stranger, Drunken Sailor, etc. 

652 SQUARE DANCES with CALLS 

Littlie Brown Jug, Coming Round The Mountain, etc. 
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SHOWS 


606 DANCE IN GLENN MILLER STYLE 

634 PLEASANT POLKAS 

602 

American Patrol; When 

Johnny Comes Marching 

Little Brown Jug Polka; 
Champagne Polka, etc. 


Home. etc. 

635 LET’S ALL SING 

609 

608 SOUSA MARCHES 

In The Good Old 

Stars and Stripes Forever; 

Summertime. Bicycle Built 


El Capitan. etc. 

For Two, etc. 

623 

611 GYPSY MUSIC 

639 GERSHWIN RHAPSODY 

632 

Hora Staccato; 

IN BLUE. etc. 


Gypsy Love Song. etc. 

640 H0NKY T0NK PIANO 


616 STEPHEN FOSTER MELODIES 

& BANJO 

633 

Beautiful Dreamer; 

Frankie and Johnny; 


Jeannie with the Light 

Gypsy Love Song. etc. 


Brown Hair. etc. 

641 STEREO "POP” CONCERT 

637 

617 DANCE IN DORSEY STYLE 

Intermezzo Cavalleria 


Song of India; Dark Eyes. etc. 

Rusticana; Dance of 
the Hours, etc. 


621 LISTENIN' TO THE 

POPULAR ORGAN 

Humoresque; Pocme, etc. 

643 GERSHWIN AMERICAN 

IN PARIS, etc. 

TH E 

626 THE NATIONAL EMBLEM MARCH 

Colonel Bogey, etc. 

645 JAZZ— 

Little Club Orchestra 

604 

648 SING WITH H0NKY T0NK 

613 

629 WE00ING MARCHES and 

PIANO ANO SINGERS 


OH PROMISE MS; BECAUSE; etc. 

Seeing Nellie Home; 

614 

631 24 H0NKY T0NK 

Annie Laurie, etc. 

PIANO SELECTIONS 

649 ACCORDION FAVORITES 

624 

Billy Boy; There Is A 

Moonlight-Waltz; Neapolitan 

Tavern In The Town. etc. 

One Step. etc. 

630 


JJTEreo 


Give My Regards to 
Broadway; Mary Is A 
Grand Old Name, etc. 


Complete Recording 


Gilbert & Sullivan — Vocal 
Selections. Chorus. Orchestra 
SOUTH PACIFIC 
Some Enchanted Evening; 
Bali Ha'i, etc. 

THE PIRATES OF PENZANCE 
Gilbert & Sullivan — Vocal 
Selections. Chorus. Orchestra 

SYMPHONY- 


SYMPHONY 

BEETHOVEN: "EROICA” 
SYMYHONY NO. 3 
TSCHAIKOWSKY "PATHE' 
SYMPHONY NO. 6 


ACORN RECORDS, West New York, New Jersey 


In these recordings the music has not 
been reshaped or reformed for the 
benefit of stereo. Rather, stereo and 
stereocoustics have been molded to fit 
the music and It is only thus that 
stereo sound has a chance to really 
sing, and to dazzle the connoisseur. 
“Stereo” is the unrelenting division of 
orchestras Into very discreet parts, thus 
engendering the technique of recording 
soloists or sections on separate mikes 
individually against their accompani- 
ment. The philosophy of microphone 
placement is consistent with the acous- 
tical environments and are especially 
selected to suit the subject. 


638 OKLAHOMA— 

Oklahoma; People Will 
Say We're In Love. etc. 

642 PORGY t BESS 

Summertime; A Woman Is A 
Sometime Thing, etc. 

644 H.M.S. PINAFORE 

Gilbert & Sullivan — Vocal 
Selections. Chorus, Orchestra 
646 KING ANO I 

I Whistle A Happy Tune; 
Hello Young Lovers, etc. 

650 CAROUSEL— 

June Is Busting Out All Over; 
You'll Never Walk Alone, etc. 

CONCERTOS WITH 
POPULAR MELODIES 

603 BEETHOVEN: "EMPEROR” 
PIANO CONCERTO NO. 5 
612 RACHMANINOFF: 

PIANO CONCERTS NO. 2 

619 TSCHAIKOWSKY: 

PIANO CONCERTO NO. 1 
622 TSCHAIKOWSKY: VIOLIN 
CONCERTO IN 0 MINOR 
627 GRIEG. PIANO CONCERTO 


ILL TIME FAVORITES 

605 PEER GYNT SUITES 

Anitra's Dance; In the Hall 
of the Mountain King. etc. 

607 NUTCRACKER SUITE 

Waltz of the Flowers; 

Dance of the Sugar 
Plum Fairies, etc. 

615 1812 OVERTURE, etc. 

618 STRAUSS WALTZES 

Blue Danube; 

Emperor Waltz, etc. 

625 WILLIAM TELL OVERTURE: 
POET AND PEASANT 
OVERTURE, etc. 

628 VIENNESE WALTZES 

Voices of Spring; Tales of 
the Vienna Woods, etc. 


LIGHT CONCERT 

601 THE SLEEPING BEAUTY 

610 CARMEN SUITES 

All the Popular Melodies 

620 SCHEHERAZADE 

636 BRAHM'S HUNGARIAN DANCES 

647 GERSHWIN'S PIANO 
CONCERTO 
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SINGIN' the blues - A song made famous by Bix Beiderbecke's 
improvised chorus on a Frankie Trumbauer record. The 
ensemble plays Bix's ad lib chorus note for note. 

MUSKRAT ramble — Though the style of the composition is 
unique, it was written by one of the great traditionalists. 
Kid Orv. 

CLARINET marmalade -Larry Shields, Nick La Rocca, Eddie 
Edward' Henry Regas, and Tony Spargo— the Original Dixie- 
land Jazz Band — are listed as the composers. It, too, was 
recorded in 1917. 

* Side Two * 

MILENBERG JOYS — Jelly Roll Morton shares credit for the song 
with Paul Mares, leader of the New Orleans Rhythm Kings, 
and Leon Rappolo, the brilliant clarinetist. 
basin street — A "pop" song with the mood and quality of 
early jazz compositions written by Spencer Williams, who 
went on to contribute such standards as "I Ain't Got Nobody," 
“Everybody Loves My Baby!' and "Careless Love!' 
riverboat shuffle — Hoagy Carmichael s first successful song 
When it was recorded by the Wolverines, Carmichael listed the 
address of the publisher (himself) at "Kappa Sigma House, 
University of Indiana!' 

dippermouth blues — Credited to King Oliver and Louis Arm- 
strong, the song later evolved, via improvised choruses, into 
"Sugar Foot Stomp!' 

DAVENPORT BLUES — A Bix Beiderbecke composition named for 
his home town. Bix was one of the first jazz musicians to be 
influenced by classical composers. "Davenport Blues" reflects 
the early influence. 

king porter stomp - Another original from Jelly Roll Mor- * 
ton s repertoire. It is named in honor of an itinerant piano 
player. Porter King. v 

(THE DIXIELAND STORY was originally issued by Warner 
Bros. Records in 1958 as a two-record, boxed set 
(2BS 1202). In response to numerous requests, it has been 
re-issued as two individual albums: the same swinging 
music in brand new packages.) 

In VOLUME one of "The Dixieland Story!' Matty Matlock 
and the Paducah Patrol ramble through Wolverine Blues, St. 
James Infirmary. Royal Garden Blues. High Society. Ja:c Me 
Blues. South Rampart Street Parade, Saints. Copenhagen. 
Little Rock Getaway. Washboard Blues, and Paducah Parade. 

(B 1317) 


For your further listening enjoyment, may we suggest: 


Satchmo: A Musical Autobiography, 

Louis Armstrong Decca DXM 155 

1936-1956. Bob Crosby Coral 57059 

And They Called It Dixieland. 

Matty Matlock Warner Bros. 1262 

Four-Button Dixie. Matty Matlock . . ■ Warner Bros. 12S0 
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Produced ley Lou Busch ★★★*★*★★*★ 

THE DIXIELAND STORY 

by Matty Matlock * * * * * 
and the Paducah Patrol* * * * 
ur Volume Two ********* 

Matty Matlock’s music is Dixie, the unvarnished 
variety. It’s the authentic and logical growth of 
music that started out in old New Orleans. 

But Matty Matlock’s Dixie is neither traditional 
nor antique. If an album needs a purpose. Matty has 
one for “The Dixieland Story!’ He is determined to 
take the style back from the collectors, purists, and 
the Library of Congress. To accomplish his mission 
Matty has backed his own clarinet with an able pla- 
toon: Stan Wrightsman, piano; Nick Fatool, drums; 
George Van Eps, guitar; Morty Corb, bass; John 
Best and Shorty Sherock, trumpets; Moe Schneider 
and Abe Lincoln, trombones; and the great sax star, 
Eddie Miller, on baritone. 

The musicianship, the technical excellence of all 
who blow on these sides, their freedom, inventiveness, 
and spirit demonstrate Matty Matlock’s theme: “jazz 
in the Dixieland planner is a lively, growing kind of 
jazz.” How well it is growing the group clearly illus- 
trates. Both the wailing jazz and the low down blues 
shine through in these spirited, authentic Matlock 
treatments. 


* Side One * 

tiger rag — March number one from the book of marches 
played by the New Orleans street bands, Tiger Rag is the 
most famous of all jazz pieces and the connecting link between 
band music and jazz. 

sensation Recorded in 1917 and copyrighted by the Original 
Dixieland Jazz Band. "Sensation" was part of the traditional 
literature played by early jazz groups. 

original dixieland one step - Another selection on the ODJB 
1917 recording' session which reputedly accounts for the first 
jazz sides ever made. 
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PERSONNEL: 

NICK PALUMBO, Clarinet 
CHARLES CAMERON, Drums 
BILL BARTELL, Trombone 
PHIL HOGAN, String Bass and Tuba 
BILL ANDREWS, Trumpet 
GASPARE ‘GAP' MANGIONE, Piano 


DIXIELAND at the ROUNDTABLE 



SIDE A: 

WOLVERINE BLUES 
NEW ORLEANS 


SIDE B: 

LIMEHOUSE BLUES 
SATANIC BLUES 
76 TROMBONES 
INDIANA (Back Home Again In Indiana) 


PRINTED IN U.S A 


This Salt City Six outfit differs from other "Dixieland re- 
vivalist" groups in one major aspect: they are more musical. 
They are not concentrating on an attempt to bring back a 
style of playing that was inherent during a past era. 

They do play j :n standards that were popular tunes in that 
past .era, but in their interpretations are found fresh ideas 
and even a modern phrase here and there and this is all 
accomplished with a swinging rendition. 

Tlte lads in tl s combo aro all young and enjoy what they 
are playing. This tends to give the closely-knit group an 
overall aura of excitement. This can be felt by the listener 
in their ensemble work as well as in the individual solos. 

I have seen Syracuse University students in the Memory 
Lane club up in Syracuse, N. V. rise from their tables and 
even stand on chairs to applaud the Six after an especially 
exciting performance. 

The current Salt City Six has slowly evolved from an earlier 
band known as Will Alger’s Salt City Five working out of 
Syracuse where now dry salt mines once gave the city its 
sobriquet of “Salt City." Both the old band and the new 
group have wandered afar, while keeping Syracuse as a 
base. They have been a familiar attraction at the Blue Note 
in Chicago, the Stardust Hotel in Las Vegas, the Brass Rail 
in Milwaukee^Dream Bar in Miami Beach, Crest Lounge in 
Detroit, The Bayou in Washington, D. C. and the Roundtable 
in New York City. 

One of the outstanding and most promising instrumentalists 
in the band is 24-year-old Nick Palumbo who plays clarinet. 
A native of Scranton, Pennsylvania, Nick attended Syracuse 
University and is a graduate of the School of Music. He 
began his musical career on the West Coast with a kid band 
known as Ken Murray’s Musical Minors. They were a sensa- 
tion on television shows in both Hollywood and Las Vegas. 
Nick had somehow landed in Toronto, Canada, where he was 
connected with an unemployed bop band when he was dis- 
covered by Will Alger’s Salt City Five then playing the 
Colonial Tavern. The boys knew clarinetist Jack Maheu was 
planning to leave the Five to join the Dukes of Dixieland 
and they advised Nick to make his way back to Syracuse 
where he had started from a year or so before. Nick man- 
aged to show on the scene when Jack left and was hired 
by Alger. He is the only member of the old Five with the 
present personnel and consequently inherited the mantel of 
nominal leader when Will Alger decided to get off the road. 
Palumbo is a facile soloist and plays well-conceived im- 
provisations, ranging from New Orleans-styled phrases in 
the medium and low register to original modern ideas within 
the entire scope of the instrument. Although he solos on 
all the sides, you’ll find his work exceptionally satisfying 
on “SATANIC BLUES,” “CIRIBIRIBIN" and on Jelly Roll Mor- 
ton’s "WOLVERINE BLUES." 

The lead horn in the driving ensemble and a star soloist in 
the band is Bill Andrews, a 26-year-old Bostonian. Bill has 
studied extensively at the Boston Conservatory of Music. 
He loves Dixieland music and plays a lyrical trumpet in the 
tradition of Bix Beiderbecke and Red Nichols. When the 
opportunity to join the Salt City gang came along he didn' 
hesitate in spite of his musical studies at the Conservatory 
and a well established Dixieland group of his own known 
as the Dukes of Dixie which he had led on jobs throughout 
New England for several years. 

Bill's trumpet is unusually effective on "WOLVERINE BLUES," 
"I'M COMING VIRGINIA" and on Hoagy Carmichael's lesser 


known melody, "NEW ORLEANS." There is a bell-ringing 
clearness and a swinging drive to the Andrews horn. 

The trombone chair, formerly held by ex-leader, Alger, has 
been taken over by a comparatively experienced big band 
trombonist. Bill Bartell, 25 years old, has worked in the 
name bands led by the late Hal McIntyre and Dean Hudson. 
The latter leader has led a popular band around the South- 
ern college circuit for years. 

Bartell plays long solos on “NEW ORLEANS," "INDIANA" and 
on Meredith Willson’s "76 TROMBONES" from 'The Music 
Man.' As well as melodic solos, Bartell is given to occa- 
sionally using his horn as a percussive instrument in en- 
sembles and now and then playing a short glissando phrase. 
Gaspare 'Gap' Mangione is a pianist whose playing is more 
in the modern mode than in a Dixieland vein but this band 
is used to the style. 

Mangione is originally from Rochester, N. Y„ and met the 
boys in Syracuse while attending Syracuse University. He 
is 21 and in spite of his modern thinking enjoys playing 
with the Six. His best solo on this set is on "INDIANA (Back 
Home Again In Indiana),” the melodic line of which has 
always attracted the progressive musicians. 

Hogan is a native of Syracuse and is 24 years old. He at- 
tended Syracuse University School of Music and also got 
acquainted with the boys when they were playing locally. 
The drummer in the band, Charles Cameron, is a 27-year-old 
professional musician from Rochester and a veteran of a 
famed Rochester Dixieland band known as The Dixieland 
Ramblers. They played for many years regularly at the 
Golden Grill under the leadership of Max McCarthy. 

While Nick Palumbo ostensibly leads the band and an- 
nounces their numbers, the real leader is Charley, who 
besides holding the group together musically has taken 
upon himself the many business details of the group. 
Cameron's drums are usually the last instrument heard on 
a rendition. He sometimes taps his cymbal to sort of put a 
period at the end of a number, or he will bang the cymbal 
to give a fading out sound to the ending. In this set he 
plays a short drum solo on J. Russell Robinson's tune. 
"SATANIC BLUES" and a longer one on "WOLVERINE BLUES." 
The tunes presented here by the Six are not the usual run 
of Dixieland standards. The band is noted for working out 
Dixie arrangements on melodies that appeal to them. In- 
cluded here are probably the only recorded Dixieland ver- 
sions of "CIRIBIRIBIN" and "VOLARE." 

It is hoped these recordings will bring as much pleasure 
to the listeners as the Salt City Six' playing has given to 
the many college and nightclub audiences they have pleased 
over the years. 

GEORGE HOEFER, Associate Editor Down Beat (New York). 
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SENTIMENTAL JOURNEY • CORKY • MEDLEY: BLUE, A BLUES SERENADE • HARLEM NOCTURNE • ALWAYS • LONDONDERRY AIR • 
SUMMERTIME • THE BIRTH OF THE BLUES • WHY WAS I BORN?* CANADIAN CAPERS • WHAT IS THERE TO SAY • MOONLIGHT BAY 
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Red and the Pennies are famous for smooth stylings of ballads and 
uptempo tunes... like those which made their “Dixieland Dinner 
Dance" a best-selling album... like those which make this album 
call to mind a 


DIXIELAND 
iUPPEI CLUB. 


RED NICHOLS 
AND THE FIVE PENNIES 


The value of a dollar may vary from day to day, but there's never any 
doubt about a Nichols' worth. Red and the Pennies are about as stable 
a musical group as you’ll ever hear. They can always be counted on to 
provide a danceable Dixie beat, one that circulates as freely among 
collegians as among long-time grads. Fact is, Red regularly appears at 
clubs like the Sheraton West’s Zebra Room in Los Angeles and the 
Sheraton Palace's Tudor Room in San Francisco, and draws dance 
crowds of all ages. 

And certainly the easy beat of Sentimental Journey, which leads off 
this album, is an irresistible call for everyone to dance. So, for that 
matter, are Why Was I Born?, What Is There to Say, Londonderry Air, 
and the medley of Blue and A Blues Serenade. On the other hand, 
you’ll find yourself swinging out to Always, Canadian Capers, Corky, 


and The Birth of the Blues — numbers which are a credit to the listening 
account as well. 

Dancing or listening, you’ll be quick to notice how smooth a blend 
Red and the Pennies achieve. As you might suspect, the Pennies have 
been in Red’s collection for some time. His cornet has been comple- 
mented by Roily Culver's drums for 20 years, Joe Rushton's big bass 
sax for 15, and Billy Wood's clarinet for 8. And though joining the 
group for the first time here, pianist Sid Appleman and trombonist 
Robbie Robinson fit in so well that Red is sure they'll stay for many an 
in-person and album encore. By the same token, "Dixieland Supper 
Club" will fit in so well with your dancing moods that you’ll be returning 
to it over and over again. Produced by BILL MILLER 


SIDE ONE SENTIMENTAL JOURNEY • CORKY • 
MEDLEY: BLUE, A BLUES SERENADE • HARLEM 
NOCTURNE • ALWAYS • LONDONDERRY AIR 


SIDE TWO SUMMERTIME • THE BIRTH OF THE 
BLUES* WHY WAS I BORN?*CANADIAN CAPERS* 
WHAT IS THERE TO SAY • MOONLIGHT BAY 


AMONG OTHER CAPITOL ALBUMS BY RED NICHOLS AND THE FIVE PENNIES. (S) indicates also available in Stereo. 



DIXIELAND DINNER DANCE • 
For listening, too. Soptombor 
Song, Stop, Look and Liston, 
Johnson Rag; My Funny Val on- 
line, Love Walked In; American 
Patrol ; more. (S)T 1297 



With addod starters. Bill Bailoy, 
Won't You Ploaso Como Homo?; 
Margio; Battlo Hymn of tho 
Republic, Shim-Mo-Sha- 
Wabble, moro. (S)T 1228 



NICHOLS AT MARINELAND • 
A whale of a Dixioland session. 
St. Louis Bluos, Show Mo tho 
Way to Go Homo; Goodnight 
Ladies, 'S Wonderful; At Sun- 
down; more. (S)T 1163 



PARADE OF THE PENNIES • 
Washboard Bluos, Japanoso 
Sandman, Mississippi Mud. 
Delta Roll; Dixie, Parade of 
tho Pennies, Tea for Two. Ava 
Ion, four others. (S)T 1051 


COVER PHOTO/CAPITOL PHOTOSTUDIO/KEN VEEDER 


THIS MONOPHONIC MICROGROOVE RECORDING IS PLAYABLE ON MONOPHONIC AND STEREO PHONOGRAPHS. IT CANNOT BECOME OBSOLETE. IT WILL 
CONTINUE TO BE A SOURCE OP OUTSTANDING SOUND REPRODUCTION, PROVIDING THE FINEST MONOPHONIC PERFORMANCE FROM ANY PHONOGRAPH. 

list. SCIfANION, PA;— 103 ANQtl.ES, CALIF. 


MADt IN U.3.A. • FACIOftl 
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LAZY PIANO MAN 

(Ascap) 2:38 

DIXIE FLYER 

(Ascap) 2:47 

SWEET GEORGIA BROWN 

(Ascap) 2:55 

FEATHER BRAIN 

(Ascap) 2:47 

HOME (WHEN SHADOWS FALL) 

(Ascap) 2:57 

IT S A LONG WAY TO TIPPERARY 

(Ascap) 2:41 

CAUTION BLUES 

(Ascap) 2:54 

ALABAMA JUBILEE 

(Ascap) 2:46 

SOUTH 

(BMI) 2:23 

SUNDAY 

(Ascap) 3:04 

TIGER RAG 

(Ascap) 2:34 

THE BLUE ROOM 

(Ascap) 2:58 


MUGGSY SPANIER 


DIXIELAND 


Time goes right by Muggsy Spanier and neither one of them 
ever stops to say hello. They don’t recognize each other’s existence. 

This is not a comment on his age — he’s still a fairly young man 
— but on the immutable manner in which he plays the 
happiest music this side of old, old New Orleans. 

Nobody will ever understand how this sad-faced Chicago boy, with 
shamrocks for eyes, ever withstands the pressures of a constantly 
modernizing music and the changing tastes of audiences. Maybe it’s a 
subtle strength of character or maybe it’s a God-given case of 
faulty hearing. But the searing freshness in Muggsy’s old-time style, 
the ever-spontaneous combustion of his authentic Dixieland output 
never seems to change. The true Dixieland connoisseur today 
has two sources for seeking his love-object: either in the faded 
old recordings of Joe Oliver, Louis Armstrong, Bunk Johnson, if he 
can find them, or the even more desirable choice of the live and 
ever-lively white-hot trumpet of Muggsy Spanier. 

Old time fans will never forget the early Chicago days, say 1927, 
at the Midway Gardens, when Muggsy locked horns with the likes 
of Bix Beiderbecke and Jimmy McPartland, and set up a throbbing 
pulse with Davey Tough, George Wettling, Eddie Condon. 

Some of these today have gone beyond and others stayed to ^ 

shift their styles with time. But Muggsy’s horn and its 
torrid message became fixed as in a cake of ice — fixed in its 
shape but never cooled in its urgency. Muggsy Spanier is the real thing. 

When Muggsy shows up for his job, conversation lowers to 
a whisper and everyone finds himself trying to look glum — out of 
respect. It’s an involuntary reaction ; his funereal face brings it on. 

Then he climbs up on the stand and lightning strikes. Happy 
quivers run down your back. The whole room turns from blue to a 
brilliant orange gold. It’s the world’s happiest time again. Muggsy’s on. 

Here is the man who has stopped all the clocks, turned all the calendars 
towards the wall, raised the melting point of brass and upset 
Einstein’s theory of relativity in time and space. 

Muggsy Spanier is the immovable object who makes the irresistible music. 



Printed In U. S. A. 


This Wing Custom Hi Fidelity recording is the result of the most modern 
recording technique of our time. The musters for this album were transferred 
through an Ampei .101 tape machine, a I'ullec Filter and equalizer, 

Altec limiting amplifier, Mac Inlosh monitor amplifier and a 1/iO watt poieer 
amplifier designed especially to drive the IlllC Grampian Feedback rutting Head. 

This monaural disc can be played equally well with either a STEREO 
cartridge, or a ST AND AH!) 1 mil microgroovc cartridge. 

Hecause of the fine technical equipment used in the recording 
of these masters, one is assured of the most faithful reproduction 
in the transfer from original recording to the final masters 
used for processing. 
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the happy jazz BAND VOI 1 ME 4 


Jim 

Cullums’ 

Happy 

Jazz 


SELECTIONS 

SIDE I 

1. Willie The Weeper 


2:5S 

2:48 



5:30 

4. Angry ..._ - - 


3:08 


5. Susie 3:00 


SIDE II 



3:40 


3:34 

3. I Ain't Gonna Give Nobody 

3:07 


3:38 

5. Lizard On A Rail (Hiawatha) 

2:45 



PERSONNEL 


lim Cullum Jr.. 



Gene McKinney 


Trombone 

Willson Davis 



Cliff Gillette _ 



Curly Williams 



Harvey Kindervater 




also 


Ben Valfre 

Banjo on 

Someday Sweetheart 


(recorded in an earlier session) 


There are three other Happy Jazz albums available 


Two years ago, Ewing D. Nunn, president of Audiophile Records, bestowed 
a signal honor upon the City of Philadelphia. 

He had lunch there. 

Demonstrating anew the liberality for which he is famed, he invited the 
writer to share a hamburger and Pepsi with him. 

During the repast. Mr Nunn remarked casually that he had been in San 
Antonio recently. And, to justify this apparent aberration, he explained that, 
while there, he had recorded “a pretty good group.'" Made mellow by the 
intake of ground beef and cola, he said he would send me a pressing And 
there the matter dropped. 

Some weeks later, a slab of black vinyl adorned by a blank white label 
arrived in the mail. There was no identification of the band; no list of tunes. 
It could only be the "pretty good group" from San Antonio. 

Remembering Mr. Nunn s penchant for understatement. I was certain the 
group was more than so-so. But I was totally unprepared for the joyous sound 
which poured from the speaker. It was Jelly Roll Morton's "The Chant -• 
crisp, diamond-clear, tightly meshed, yet loosely swinging, ensemble. 

For an hour or more 1 played that single track. And marveled at what 
I heard. What matter that the group was nameless? Whoever they were, I 
was convinced they were one of the finest traditional jazz bands 1 had heard 
in a quarter century of hot record collecting. 

Today, I know the sounds which floored me were produced by Jim 
Cullums' Happy Jazz Band. But edification on this score hasn't changed my 
opinion of their musical output. If anything, my admiration for the band 
rises with each succeeding record (this is their fourth). 

Core of the Happy Jazz Band is a father-and-son team, the likes of which 
hasn't been seen in traditional jazz since "Papa Jack" Laine lent a hand on 
the drums in Albert "Baby" Lame's Wampus Cats. Jim Cullum Sr. plays 
full-bodied clarinet with overtones of Irving Fazola in the lower register. 
Jim Jr. plays cornet as if he had roomed with Bix at Lake Forest Academy. 
By day the Cullums toil in the wholesale grocery business founded by Jim 
Cullum Sr.'s father. 

With one exception, the remainder of the Happy Jazz Band is also 
involved in the business world of San Antonio. Trombonist Gene McKinney 
manages a wholesale music company. Willson Davis, Sousaphone, is a food 
broker. Drummer Harvey Kindervater is employed by the Treasury Department, 
and pianist Cliff Gillette works for a trucking firm. Only Curly Williams, the 
banjo player, claims music as a full-time career, one he has pursued since 1922. 

But it would be a mistake to identify Jim Cullums' Happy Jazz with the 
growing number of groups composed of "businessmen who play jazz." More 
accurately, the Cullum group is made up of jazzmen who happen to be in 
business. Jim Sr., McKinney. Gillette, and Williams have all done tours with 
name dance bands, and Kindervater and Davis put in years with regional 
bands. Young Jim Cullum developed his talents by listening hard to, then 
playing along with, his father’s collection of old jazz records. 

Home base for the Happy Jazz Band is The Landing, a nightclub on the 
San Antonio River. Here they play two and sometimes three nights a week, 
broadcasting Friday nights over WOAI (1200 kc). Private parties and jazz 
concerts hither and yon keep them busy between appearances at The Landing. 

Four years of playing regularly, with only two changes in personnel, have 
given the Cullums' happy crew an immediately identifiable sound. It is an 
extremely mellow sound, richly melodic, harmonically full, and infinitely re- 
laxed at all tempos. These boys don't rush their fences. They know they'll 
get over them. 

They treat the tunes they play with the loving care and respect brought 
back to traditional jazz by Lu Watters. If a tune has a verse, they play it. 
If a certain passage lends itself better to harmonic voicing rather than to open 
polyphony, then the band plays it this way. In short they treat tunes as com- 
positions, not as collections of chord changes, and they play them as an 
organized unit, rather than as a seven-man jam session. To devotees of the 
Preservation Hall approach to traditional jazz, this may smack of heresy. But 
to those listeners who enjoy the variety injected into the New Orleans style 
by Jelly Roll Morton, it won't be heresy but musical good sense. 

Listen now to Jim Cullums' Happy Jazz in superbly recorded (by E. D 
Nunn. Who else?) treatments of: 

Willie the Weeper. Most notable previous rendition of this saga of a 
chimney sweeper who indulged in fantasies was by Louis Armstrong's Hot 
Seven in 1927. Walter Melrose, Marty Bloom and Grant V. Rymal get 
composers' credits, but jazz researcher Paul Crawford believes Willie is proba- 
bly a public domain tune, old when Satch first played it. The Cullum gang 
take it at up tempo, but "soft, with plenty swing." 

Sunset Cafe Stomp by Percy Venable commemorates Chicago's Sunset Cafe 
at 35th and Calumet Streets. There, -10 years ago, young Louis Armstrong 
astounded, with his cornet virtuosity, listeners used to the more sober styles of 
King Oliver and Freddie Keppard. The tune has been indelibly associated with 


the Hot Five, but Jim Cullum Jr.'s lead, with its rollicking "shouts in the out- 
going ensembles, owes less to Satch than to Bix. 

Someday Sweetheart. A pretty pop tune from the Twenties by the Spikes 
brothers. John C and Benjamin - this one has been recorded countless times 
since the first Morton version was issued in 1923. The Happy Jazz Band 
give it a gentle, subdued treatment, winding it up with a pretty, impromptu tag 

A »gry. Two of the Brumes brothers. Merritt and Henry, teamed up with 
Dud ey Mecum and Jules Cassard to put this one into the jazz library. With 
all due respect to the New Orleans Rhythm Kings, who first recorded it in 
1923. their version is pallid vo-do-de-oh-do in comparison to the rousing Happy 
Jazz treatment. Fine solos here from both Cullums and some cinder-shakin' 
trombone by Gene McKinney. 

Susie. Written by C. Naset and Gus Kahn, this 42 year-old gal really 
romps in grand style Bix and the Wolverines first recorded Susie in 1921. 
Bud Freeman and the Summa Cum Laude recorded it again in 1940 in" a 
collection of Wolverine tunes The Cullum revisitation is taken at a brisker 
tempo than prior recordings and includes as neat a retard as you'll hear on 
record. 

Pelican Panic was composed by New Orleans cornetist Johnny Wiggs in 
the 1950's and twice recorded by him. This version, however, is the first to 
include the verse. 

S ingin’ the Blues. One-time Original Dixieland Jazz Band pianist J 
Russell Robinson and Con Conrad wrote this lovely ballad at the dawn of the 
Twenties, and the ODJB ' introduced” the theme in a 1920 recording of 
Margie. Most famous recording was by Beiderbecke and Frank Trumbauer in 
1927. Here, the HJB pulls all the Bix stops, intros, codas and all, and Jim 
Jr. plays the famed Beiderbecke break in the middle of Jim Sr.'s clarinet 
chorus. 

/ Ain't Gonna Give Nobody None of This Jelly Roll. As durable as any 
jazz tune ever written is this old war horse by Spencer Williams and Clarence 
Williams (no relation). Mamie Smith, of Crazy Blues" fame, was one of 
the first to record it. in 1922. In true Happy Jazz style, the boys play the 
almost-forgotten verse as well as the chorus. 

All Night Blues. This is one of those delightful tunes which, like Tisho- 
mingo Blues, are not blues in the strict, 12 bar sense, though they convey the 
languorous, sweet sadness of the blues. Written by pianist Richard M. Jones, 
it was redubbed "Richard M. Jones Blues" when recorded by Lu Watters in 
1946. The Happy Jazz Band gives it full-bodied compositional treatment, with 
a closely worked out coda that is a beaut. 

Lizatd On A Rail. Far from standard jazz band fare is this old march 
which carries the title "Hiawatha" and sub-title "A Summer Idyl." Old-timers 
in New Orleans recall the melody, however, as Lizard on a Rail Though 
it bears a 1901 copyright, chances are good that it was aired by New Orleans 
bandsmen before that date. The Cullum platoon marches on down, then swings 
Lizard on out in jazz tempo 

ALAN WEBBER 
Philadelphia, November 5, 1966 

A few days ago my friend, Jim Cullum Jr called me from San .Antonio 
and while running up a phone bill that must have reached fifty dollars, he 
told me that "Hiawatha” was one of the tunes the Happy Jazz Band recorded 
for their new LP. 

Already in a sweat brought on by the length of the phone call, I asked, 
"Is this one of your Texas Halloween jokes, Jim?" 

Ignoring my question. Jim pointed out that "Hiawatha was also known 
as "A Summer Idyl." I had to agree that "Hiawatha" held more promise 
for a jazz tune than did "A Summer Idyl;" a title that would be almost as 
bad a choice as "The West, The Nest, and You, Dear 

Jim wasn't through with "Hiawatha" yet; casually working on his Texas- 
sized phone bill, he went on to say that old timers in New Orleans referred 
to the tune as "Lizard On A Rail." His source for this bit of reptilian 
jazzology was Tulane University, an institution so dedicated to jazz, rumor 
has it that both the President and Chancellor are members of Professor William 
Russell's Tub-Jug- Washboard Band 

By this time the marathon call had put me in a state of shock, even 
though l wasn't paying for it. As I groped in vain for a connection between 
the lizard, the summer idyl, and Hiawatha, I shouted, "Listen. Jim, 1 can t 
stand it any longer; 1 can’t let this call go on. Forget about Hiawatha and 
call the damned thing "Lizard On A Rail." And then I hung up before he 
could run the bill any higher. 

That’s how Hiawatha became a lizard on a rail. 

I think that even Longfellow will approve this switch; and 1 am sure 
that the legendary Chief will do a war dance when he hears this wonderful L.P 

LU WATTERS 

Cotati. California. November ", 1966 




Happy Jazz Records, Inc. 
San Antonio, Texas, 


110 Oak Park Drive 
U. S. A. 78209 
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IN MOSCOW 


KENNY BALL AND HIS JAZZMEN 

HIGH SOCIETY 
PUTTIN' ON THE RITZ 
AMERICAN PATROL 
TIN ROOF BLUES 

YOU MUST HAVE BEEN A BEAUTIFUL BABY 
BIG NOISE FROM WINNETKA 

A*/ 

DARK EYES 
SAVOY BLUES 

I’M SATISFIED WITH MY GIRL 
MY MOTHER'S EYES 


\ ■ , 

l < • * .. 



MONO KL-1276 


^1962 Kcipp Printed in U.S.A. 






KENNY BALL AND HIS JAZZMEN 


Traditional jazz, once a uniquely American product, has found a home in many corners of 
the ylobe. Scandinavians in Sweden, Africans in Ghana, Malayans in Singapore all swing to 
the strains of “ The Saints,” and the famous solos created by such legendary jazz figures as 
King Oliver and Alphonse Picon sing again in lands which have newly adopted this irresistible 
idiom and made it their personal property. 


E very so many years, Dixieland is “revived,” to enjoy a new lease of popularity, but in truth it never dies, for each 
new generation of jazz aficionados discovers its fascination and falls under the spell of its uninhibited self-expres- 
sion. During the early 1960’s, England — which has always held the closest musical ties with America— was swept by 
a wave of dixieland restoration, and the so-called “Trad Fad” took pride of position over all other contenders: the Rock 
'n Roll belters, the singing strings and the big bands. Unfortunately, this revival was at first marred by poor musician- 
ship, because many of the amateur Rock ’n Rollers, seeing which way the winds of taste were blowing, put down their 
fender guitars and alto saxophones, and took up horns, tailgates and banjos. The music of New Orleans became the 
latest vogue, and enthusiasts flocked to hear great jazz performed with only moderate skill by musicians of less than 
capable talents. 


In the center of this scene, there suddenly appeared a musician of outstanding virtuosity: Kenny Ball, described by 
the British jazz authority, Steve Race, as “...an accomplished, well-schooled musician with a taste for free-swinging 
jazz, a wily sense of presentation and showmanship, and the organizing qualities of a born leader. He assembled a 
group of musicians who could really play their instruments, and set about producing the music he loved, for the benefit 
of a public which was not over-blest with quality jazz...” 


The result was electrifying. Audiences quickly recognized the brilliant musicianship of Kenny Ball and his Jazz- 
men, who became the nation’s first choice, with best-selling records riding at the top of the popularity charts and 
nationwide “star” billing. Kenny’s Midnight in Moscow, at the top of the British listings, is already on our own 
national charts and promises to be the first of many best-sellers. 


In this album, Kenny Ball and the Jazzmen present a varied collection of jazz and popular "standards,” each 
of which possesses the unique personality of great jazz in the “trad” tradition. In addition to the familiar favorites 
High Society, Tin Roof Bines and Big Noise From Winnetka, there is Kenny’s best-selling Midnight In Moscow 
(adapted from an old Russian melody), together with Dark Byes and some highly unusual stylings of Puttin’ On The 
Ritz and American Patrol. 
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"A PYE RECORDING” 



SIDE 1 

MIDNIGHT IN MOSCOW 25s, 

(Soloviev-Sedoi, Matusovosky, Ball) 

TIN ROOF BLUES ,405) 

(Melrose-New Orleans Rhythm Kings) 

‘MY MOTHER’S EYES 235, 

(Baer-Gilbert) 

BIG NOISE FROM WINNETKA 22, 

( Bauduc-Crosby-Rodin-Haggart) 

‘YES SHE DO, NO SHE DON’T 2,3, 

(I’M SATISFIED WITH MY GIRL) 
(DeRose-Trent) 

PUTTIN' ON THE RITZ <3=0/1 

(Irving Berlin) 

SIDE 2 

AMERICAN PATROL <303, 

(F. W. Meacham) 

DARK EYES 12351 

(Traditional) 

‘YOU MUST HAVE BEEN 
A BEAUTIFUL BABY 

( Mercer-Warren ) 

SAVOY BLUES 0=501 

(Ed Ory) 

HIGH SOCIETY <6=301 

( S wan-Copeland-Green ) 

*Voc at: Kenny Ball 


KENNY BALL Trumpet 

JOHNNY BENNETT Trombone 

DAVE JONES Clarinet 

RON WEATHERBURN Piano 

VIC PITTS Bass 

RON BOWDEN Drums 

PADDY LIGHTFOOT Banjo 
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KID THOMAS 


ALGIER STOMPERS 


LOUIS DELISLE’S BAND & 
WOODEN JOE’S BAND 






SHOES FROM 
HNEWI 






KID THOMAS 
ALGIER STOMPERS 

LOUIS DELISLE’S BAND & 
WOODEN JOE’S BAND 

EANS 


SLR 212' 


HSTORVliniE 

AMERICAN MM 


V0L.2 


Side 1 (642): 


Side 2 (646): 


BUCKET GOT A HOLE IN IT 

COME ON DOWN TO NEW ORLEANS 

KID THOMAS BOOGIE WOOGIE 

ST. LOUIS BLUES 

SISTER KATE 

MARIE (") 

PANAMA (*) 


PERSONNEL: 

AM LP 642: 

KID THOMAS’ ALGIER STOMPERS 
Kid Thomas (tp), Emile Barnes (cl), Harrison 
Barnes (tb), George Guesnon (bjo, vo), 
Babe Philip (b), George Henderson (dm), 
Recorded in Hope Hall, 

September 3rd, 1951. 


Notes from American Music LP 642: 

NOTES . . . from a letter by Kid Thomas, 

1132 Wagner St., New Orleans. 
Now for a look into my past; I was born 
Feb. 3rd, 1896 in the Parish of St. John, 
city of Reserve, La. My father, a trumpeter 
in the Picquit Brass Band, was the keeper 
of the instruments, so sometimes I would 
tinker with them. At the age of ten I began 
to play the valve trombone. My father 
seeing my interest in musiv gave me 
a trumpet. From then on I played by ear 
until I same to New Orleans to study music 
under Prof. Manuel Manetta of Algiers. 

First engagement was at the Moran Club 
in Reserve, the band being able to play 
only three numbers, and using a bass violin 
made from a wood box. Edmond Hall 
was the clarinetist. I have played with such 
bands as The Red Caps, Jack Carey, 
and Niles, advertising for Niles medicine. 


In New Orleans I organized my own band, 
played Mardi Gras parades and such 
hotels as the St. Charles, Jung, 


AM LP 646 (A): 

LOUIS DELISLE's BAND 
Charles Love (tp), Louis Nelson (tb), 
Louis Delisle (cl), Johnny St. Cyr (g), 
Austin Young (b), Ernest Rogers (dm). 
Recorded in Louis Nelson's Home, 
July 19th, 1949. 


and Monteleone; also many French Quarter 
night spots, and Lee’s Pavilion, 

Turtle Back and Hope Halls in Algiers. 

The singer, Creole George Guesnon 
(New Orleans 1907) has composed and 
recorded dozens of blues. After starting 
his musical career on a toy ukulele 
he developed into one of New Orleans' 
finest banjo and guitar players and worked 
with Punch, Big Eye, Lee Collins, 

Sam Morgan and Celestin. 

Notes from American Muiic LP 646: 

"The heart of this man has warmed ten 
thousand, thousand nights for all the world”, 
Alan Lomax wrote in his wonderful 
interview with Big Eye Louis in the book 
Mr. Jelly Roll. He has been colled the first 
great hot clarinetist. Certainly he was 
one of the pioneers who set the modern 
clarinet style. He took the coolly calculated 
legitimate Creole clarinet style and made 
of it a breathing, living, expressive voice. 
Louis himself explained it by saying, 


BLACK CAT ON THE FENCE (A) 
PORK CHOP (A) 

HOLLER BLUES (B) 

DINAH (A) 

B-FLAT BLUES (B) 

CLARINET MARMALADE (A) 
YOU MADE ME WHAT I AM (B) 


AM LP 646 (B): 

WOODEN JOE's BAND 

Wooden Joe Nicholas (tp), Louis Nelson 

(tb), Louis Delisle (cl), Louis Keppard 

(g, vo), Albert Glenny (b), Albert Giles (dm). 

Recorded in Joe Nicholas' Home, 

July 6th, 1949. 


"Shove in some crying where ever you get 
the chance. You’ve got to play with 
the heart.” Eveiy New Orleans clarinetist 
who followed Big Eye has shown his 
Influence. Sidney Bechet was an actual 
pupil. Johnny Dodds and Jimmie Noone 
always acknowledged Big Eye as their chief 
inspiration. Big Eye Louis perhaps never 
played with the intense passion of Dodds 
nor the sweeping impetuosity of Bechet, 
but under his outward reserve and 
dignity there was an abundance 
of warmth and emotion. 

In July 1949, about three weeks before 
his death, Louis Delisle led his augmented 
Luthgens Club Orchestra in a recording 
session at Dr. Nelson’s home on Touro St. 
He had been refused permission to record 
in the dump where he had played 
for years. Naturally the trombonist was 
"Dr. Nelson's Son 1 ', as Bunk always called 
him, to distinguish trombonist Louis Nelson 
from Big Eye Louis Nelson. Since his 
regular pianist could not be used, Louis 


(*) previously unissued. 

Omitted from AM LP 642: 

Careless Love. 

Sweet Georgia Brown. 

(These we hope to include in a future LP 
of AM-material). 

Omitted from AM LP 646: 

Basin Street Blues. 

(This title appears on SLP 203: 

Echoes From New Orleans, Vol. 1). 


chose Johnny St. Cyr and Austin Young 
to round out the rhythm section. 

The B-Flat Blues and Holler Blues were 
recorded at a rehearsal one eve 
in Wooden Joe Nicholas’ home. Here 
the rhythm section was composed of 
Louis Keppard (Freddie’s brother), guitar; 
Albert Glenny, bass; Albert Giles, drums; 
and of course Wooden Joe played trumpet. 
When the rehearsal was over Keppard 
asked the band to play one more tune 
for him, and he sang the vocal 
in You Made Me What I Am Today. 

I Hope You're Satisfied. 


The above notes by William Russell 
were taken from the original American 
Music sleeves LP 642 and 646. 
American Music Masters- 
Recorded by William Russell. 

Design: Peter Wandrey, Hamburg. 
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JES MEET ME IN ST. LOUIS, LOUIS 
MERRY WIDOW WALTZ - DARK EYES 
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Listen 
some more 

Jim Cullum’s 

Happy Jazz 





playin’ hooky 
Westmoreland weave 
savoy blues 
all my love 
kansas city stomps 
wherever there’s love 
high society 
winin’ boy blues 


Audiophile Records, Inc. 

P.O.Box 66, San Antonio, Texas 78291 
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Louis Armstrong: 

RAKE ITEMS 

m-1944! 


SWING THAT MUSIC 
EVNTIDE 

THE SKELETON IN THE CLOSET 

STRUTTIN’ WITH SOME BARBECUE 

YOU’RE A LUCKY GUY 

HEY LAWDY MAMA 

THANKFUL 

LYIN’ TO MYSELF 

JUBILEE 

I DOUBLE DARE YOU 
ITS WONDERFUL 

EVERYTHING’S BEEN DONE BEFORE 
GROOVIN’ 

THANKS A MILLION 




LOUIS ARMSTRONG: Rare Items 

( 1935 - 1944 ) 

LOUIS ARMSTRONG 

AND HIS ORCHESTRA 


Side One 


1. THANKS A MILLION* (2:37-ASCAP) Arthur Johnston-Gus Kahn 

2. LYIN’ TO MYSELF* (3:08-ASCAP) Hoagy Carmichael 

3. EV'NTIDE* (2:49— ASCAP) Hoagy Carmichael 

4. SWING THAT MUSIC* (2^8-BMJ) Horace Gerlach-Louis Armstrong 

5. THANKFUL* (2:55-ASCAP) Sammy Cahn-Saul Chaplin 

6. THE SKELETON IN THE CLOSET (3:05-ASCAP) Arthur Johnston- 

With Jimmy Dorsey And His Orchestra Johnny Burke 

7. JUBILEE* (2:37— ASCAP) Hoagy Carmlchael-Stanley Adams 


Side Two 

I.STRUniN’ WITH SOME BARBECUE (2:54— ASCAP) L. H. Armstrong 

2. I DOUBLE DARE YOU* (2:55-ASCAP) Terry Shand-Jimmy Eaton 

3. IT’S WONDERFUL* (2:37-ASCAP) Mitchell Parish-Stuff Smlth- 

Cameron Salter Wells 

4. YOU’RE A LUCKY GUY* (3:12-ASCAP) Sammy Cahn-Saul Chaplin 

5. EV’RYTHING’S BEEN DONE BEFORE* (3:02-ASCAP) Harold Adamson- 

Edwin Knopf-Jack King 

6. HEY LAWDY MAMA* (2:56-ASCAP) Easton 

7. GROOVIN’ (2:47— ASCAP) Ted McRae-Frank Brown-R. I. O’Nan 

*Vocal Chorus By Louis Armstrong 

Collator: Stanley Dance 
Under Supervision Of Milt Gabler 


Side One: 

THANKS A MILLION (A) 

LYIN’ TO MYSELF (B) 

EV’NTIDE (B) 

SWING THAT MUSIC (B) 

THANKFUL (B) 

THE SKELETON IN THE CLOSET (C) 
JUBILEE (D) 


Side Two: 

STRUTTIN’ WITH SOME BARBECUE (D) 
I DOUBLE DARE YOU (E) 

IT’S WONDERFUL (F) 

YOU’RE A LUCKY GUY (G) 
EV’RYTHING’S BEEN DONE BEFORE (H) 
HEY LAWDY MAMA (I) 

GROOVING (J) 


(A) Louis Armstrong, trumpet and vocal; Leonard Davis, Gus Aiken, 
J-ouis Bacon, trumpets; Henry White, Jimmy Archey, trombones; Henry 
Jones, Charlie Holmes, alto saxophones; Bingie Madison, clarinet and 
tenor saxophone; Greely Walton, tenor saxophone; Luis Russell, piano; 
Lee Blair, guitar; Pops Foster, bass; Paul Barbarin, drums. New York, 
19 December, 1935. 

(B) As (A), Leo “Snub” Mosely, trombone, replaces White. New York, 

11 May, 1936. 

(C) Louis Armstrong, trumpet and vocal, with Jimmy Dorsey and His 
Orchestra: George Thow, Toots Camarala, trumpets; Bobby Byrne, 
Joe Yukl, Don Mattison, trombones; Jimmy Dorsey, clarinet and alto 
saxophone; Jack Stacy, alto saxophone; Skeets Herfurt, Fud Living- 
ston, tenor saxophones; Bobby Van Eps, piano; Roscoe “Rock” Hill- 
man, guitar; Jim Taft, bass; Ray McKinley, drums. Los Angeles, 7 
August, 1936. 

(D) Louis Armstrong, trumpet and vocal; Shelton “Scad” Hemphill, 
Henry “Red” Allen, Louis Bacon, trumpets; Wilbur De Paris, George 
Washington, J. C. Higginbotham, trombones; Pete Clark, Charlie 
Holmes, alto saxophones; Bingie Madison, clarinet and tenor saxo- 
phone; Albert Nicholas, tenor saxophone; Luis Russell, piano; Lee 
Blair, guitar; Pops Foster, bass; Paul Barbarin, drums. Los Angeles, 

12 January, 1938. 

(E) As (D), same date, Red Callender, bass, replaces Foster. 

(F) As (D), New York, 18 May, 1938. 

(G) Louis Armstrong, trumpet and vocal; Shelton “Scad” Hemphill, 
Henry “Red” Allen, Bernard Flood, trumpets; Wiibur De Paris, George 
Washington, J. C. Higginbotham, trombones; Rupert Cole, Charlie 
Holmes, alto saxophones; Bingie Madison, clarinet and tenor saxo- 
phone; Joe Garland, tenor saxophone; Luis Russell, piano; Lee Blair, 
guitar; Pops Foster, bass; Sidney Catlett, drums. New York, 18 Decem- 
ber, 1939. 

(H) Louis Armstrong, trumpet and vocal; George Washington, trom- 
bone; Prince Robinson, clarinet; Luis Russell, piano; Lawrence Lucie, 
guitar; John Williams, bass; Sidney Catlett, drums. New York, 10 
March, 1941. 

(I) As (H), Robinson also plays tenor saxophone. New York, 11 April, 
1941. 

(J) Louis Armstrong, Jesse Brown, Thomas Grider, Andy “Fats” Ford, 
Lester Currant, trumpets; Taswell Baird, Adam Martin, Larry Ander- 
son, trombones; John Brown, Willard Brown, alto saxophones; Ted 
McRae, Dexter Gordon, tenor saxophones; Ernest Thompson, bari- 
tone saxophone; Ed Swanston, piano; Emmet Slay, guitar; Alfred 
Moore, bass; James Harris, drums. Los Angeles, 9 August, 1944. 


Tin's album contains some of the greatest recordings Louis Armstrong 
has made... and we all know that Louis Armstrong is the greatest of all 
jazz musicians — indeed, one of the foremost artists of our century. It 
ought to be sufficient just to say that, and let the music speak for itself. 
But the fact that none of the selections in this album have been previously 
available on LP in this country (most of them have been collector’s items 
for a quarter century or more), and that they arc not among those usually 
cited by jazz authorities as Louis’ best, requires some further comment. 

It is one of the many peculiarities of jazz criticism that Louis’ work 
with small groups (his pioneering Hot Five and Hot Seven from 1925 to 
1928, and his post- 1947 All Stars) has received the highest praise, while 
his work with big bands during the intervening years has been neglected, 
nit-picked, or slighted. By the critics and historians, that is. Musicians and 
dyed-in-the-wool Armstrong devotees, on the other hand, more often than 
not will cite examples of Louis’ big band work when asked about their 
favorites. It would be hard to imagine two more different trumpet stylists 
than Bobby Hackett and Maynard Ferguson, yet both of them have named 
the version of Struttiri With Some Barbecue included in this album as 
their first choice among Louis’ records -and small wonder. It is a master- 
piece, far surpassing the earlier Hot Five version of the tune. 

The trumpet players, of course, were concerned with Louis’ playing, 
whereas the critics are always more concerned with such matters as the 
superiority of small-group collective improvisation over the soloist-with- 
big-band concept. Yet the fact of the matter is that a big band was the best 
backdrop conceivable for the singular and matchless virtuosity of the 
Armstrong trumpet in its “middle period.” A full band, with appropriate 
arrangements especially designed for the purpose, set off his playing and 
singing more dramatically than a small group could have — and there is no 
sound in jazz more thrilling than the Armstrong trumpet soaring above 
the full-bodied textures of a large ensemble. (Did I say “in jazz”? It is 
one of the most thrilling sounds in music.) 

All this is not meant to take away from Louis’ small-group work — the 
kick of hearing him lead a traditional “front line” as only he can, or the 
beauty of his horn or voice just by itself— but the perspective needs 
straightening. 

The masterpieces in' this album — in my opinion, Barbecue, Jubilee, The 
Skeleton In The Closet, Ev’ntide, and the fantastic Swing That Music — 
stand as unique performances in the history of jazz. They are a kind of 
miniature concerti for trumpet (and sometimes also voice) and orchestra, 
but miniature only in size; the conception is grand. 

Here we can enjoy to the fullest Louis’ fabulous command of his horn, 
matched with his genius as an improviser and his gift for melodic exposi- 
tion. No matter how slight the basic material (or no matter how good, and 
there are good tunes here), Louis transforms it, lifts it to the highest musi- 
cal level. 

It has been said that the Armstrong big bands were usually unworthy of 
his talent, that they were frequently not in tune, that the arrangements 
were often unimaginative, and that the “pop tunes” which comprised the 
bulk of his big band material were inferior to the New Orleans classics, 
and “true” jazz pieces in general. There is some truth in these contentions, 
but not much, and what there is matters very little. The big bands Louis 
led always included fine musicians, as a glance at the personnel listings 
will bear out. (His rhythm sections were always first-class.) But there were 
also lesser lights. Louis always kept a busy schedule of work, and not 
every musician was prepared to do constant traveling. More significantly, 
Louis so overshadowed other soloists that there was little featuring of 
other players in the band (on record, that is; in person, the band would 
play for dancing or listening to warm up the audience before Louis 
appeared). 

Sometimes the bands were out of tune, and some of the best jazz bands 
in history have also been guilty of this. Often, there was little time to re- 
hearse material introduced at record dates; just as often, the time and 
place were practical but not ideal from the band’s point of view. Today, 
much time is spent in preparation of record dates; in the golden age of 
jazz, when musicians worked much harder on the road, a date was 
squeezed in when the band was available. For the same reasons, the 
arrangements were not always well crafted or inventive. But they always 
gave Louis plenty of elbow room, and that was their main function. 
Again, the problem was a unique one— more than any other big jazz 
bands, Louis’, were there to back up one man, and some arrangers failed 
to see the challenge in this. 

But there are superior arrangements in this album-notably those by 
Chappie Willct for Barbecue and Jubilee . And in the late Shelton Hemp- 
hill, Louis had one of the best lead trumpeters in the business. Ironically, 
the same critics who complain about “ragged” bands where Louis is 
concerned are quite willing to accept the sloppiest playing if the context 
is traditional or avant-garde. 

As for the material, there are pop tunes that are very fine— even little- 
known ones— and in Louis’ repertoire there were quite a few written espe- 
cially for him, such as Hoagy Carmichael’s lovely Ev’ntide, and the same 
composer’s Jubilee and Lyin’ To Myself. And Louis himself contributed 
some choice items, among them Swing That Music. 

Besides, it is just plain snobbishness to criticize jazz musicians for using 
popular material. Would they’d do it more ... it is perhaps no coincidence 
that the greatest public acceptance of jazz came at a time when jazz musi- 
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cians were playing more popular tunes than before or since. 

’ T°iumi prcachlng , No , w 10 a fcw words abou < the recordings. 
u ' A , M ' U T, <from the lor >8- f °rgotten movie of the same name 
which incidentally featured Paul Whiteman's orchestra) opens with Louis’ 
rumpet in warm and mellow middle register; then, an effortless climb 
to the top, a lovely vocal chorus, and an unusually straight conclusion 
and coda. 

Lyin To Myself is a wonderful performance, from start to finish. The 
tempo is relaxed, and Louis swings to the utmost in everything he does 
What poise there is in his playing and singing! Dig his break at the con- 
clusion of the vocal, and his superbly timed re-entry on trumpet The 
elaborate and beautiful cadenza is in the great tradition of classical 
concerti and grand opera. 

Ev ntide is made to order for Louis. No one else, to my knowledge has 
played or sung this piece, though it is lovely . . . perhaps nobody d'ared 
to follow the master. You will never tire of this romantic tour de force 

Swing That Music is a fantasy for trumpet. The tune, like so many 
great jazz pieces, is simple. The tempo is way up, and stays there, not 
least due to Pops Foster’s magnificent bass playing. (By today’s stand- 
ards of virtuosic bass displays, Foster may seem simple, but what a beat 
he lays down.) There are eight choruses: first the ensemble, then a happy 
Louis vocal (this was also the title of his autobiography, published the 
same year), then an intricate and well-executed saxophone section chorus, 
and then four trumpet choruses, starting with a stark exposition of the 
melody, building through some fabulous improvising to a conclusion 
fashioned entirely of perfectly placed high notes. (To my knowledge, no 
trumpeter has ever equalled this, and none ever will. 

Thankful brings us a bit further down to earth again. Louis’ lovely 
singing holds the spotlight here; his voice is unusually well recorded, 
and it bathes the listener in a warm glow. His trumpet sings, too. 

The Skeleton In The Closet was a novelty feature for Louis in his 
first big-time movie, “ Pennies From Heaven,” which also starred Bing 
Crosby and the Jimmy Dorsey band. There isn’t much to the song, but 
Louis invests the vocal segment with his vibrant personality, and then, 
after a band interlude, transforms the slight melody with his trumpet 
and imagination into a flight of lyricism perfect in structure and pro- 
foundly moving. The masterly cadenza is pure Armstrong. 

Jubilee keeps up the pace. This, too, is from a movie— Mae West’s 
“ Every Day’s A Holiday.” It is a parade number, and Louis puts his 
best New Orleans foot forward for the march. Barbarin’s drumming is 
very good here (another New Orleans man); in fact, the band is at its 
best throughout, and the arrangement has musical substance. Louis 
struts and soars and sets off a string of Roman candles. 

Struttin’ With Some Barbecue is a 1927 Armstrong classic revisited. 
This, again, is a superior arrangement. Louis leads the opening chorus 
and the tricky interlude by the trumpet section. Bingie Madison’s clari- 
net solo is soon followed by some excellent Charlie Holmes’ alto which 
concludes with a break that sets up Louis in fine style. After a mag- 
nificent exposition of the melody, Louis creates a chorus that is perhaps 
his greatest on record— certainly one of the greatest. 

I Double Dare You, a nice tune, has a charming vocal (Louis throws 
in a "hot mama”) and fine Higginbotham trombone, as well as a spot of 
better than usual Madison tenor. Then Louis takes it out on the trumpet 
over riffing from the band. 

It’s Wonderful, (not to be confused with Gershwin’s Wonderful ) was 
penned by the great jazz violinist Stuff Smith. A pretty melody it is, and 
Louis, vocally and instrumentally, is very relaxed. The tenor is again by 
Madison. 

You’re A Lucky Guy, from the 6th edition of the “Cotton Club Parade,” 
was also recorded by Billie Holiday (she did It’s Wonderful, too) and their 
vocals have much in common. Louis is in fine form on the trumpet, too, 
and the band is in a Jimmie Lunceford groove. Big Sid Catlett was an 
ideal drummer for Louis; note how he supports him in the last trumpet 
chorus before the vocal reprise. Higgy takes a meaty trombone break. 

Ev’ry thing’s Been Done Before and Hey Lawdy Mama are small-group 
performances, made with members of Louis’ 1941 big band. They are 
extremely relaxed and easeful. The opening chorus of Ev’rything is played 
with a straight mute (the only kind Louis uses). The vocal is touching and 
masterfully phrased. Mama is a blues that was quite popular at the time, 
and Louis sings it with gentle humor. Lucie’s guitar, Russell’s piano, and 
Washington’s trombone all have solo spots before Pops takes it out. 

Groovin’ is issued here for the first time anywhere. It is the only 
instrumental from a 1944 session which remained in Decca’s vaults. The 
lineup of the band is entirely new; not one of the old faces remains in this 
war-time edition, which includes Dexter Gordon in his recording baptism 
(no solo, though— Ted McRae, the band’s musical director, takes the tenor 
spot). The tune and arrangement are both typical of late swing-era style. 
Louis sounds as modern as always; his conception never dates, and fits 
any surrounding. There is plenty of his trumpet here, and Milt Gabler, 
who supervised the session (his first of many with Louis) is to be thanked 
for bringing it to the light of day and filling a gap in the Armstrong saga. 

I envy those who will hear the masterpieces on this album for the first 
time. But maybe not; having lived with them for many years, I can 
testify that the magic doesn’t fade. 

Dan Morgenstern 


Decca Stereo Rocords Can Bo Safoly Played On Today’s Monaural Phonographs To The Maximum Sound Capa- 
bilities Of Your Equipment, Yet Will Reveal Full Stereo Listening Quality When Playod On Stereo Phonographs. 

DECCA RECORDS, A Division of MCA Inc., New York, N.Y., USA 
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SCOTT JOPLIN 

( 1868 - 1917 ) 

PIANO RAGS 

JOSHUA RIFKIN. piano 


Side Ono (16:01) 

1. Maple Leaf Rag (1090) (3:13) 

2. The Entertainer (1902) (-4:58) 

3. The Ragtime Dance (1900) (3:13) 

4. Gladiolus Rag (1907) (4:24) 

Side Tivo (17:00) 

1. Fig Leaf Rag (1900) (4:36) 

2. Scott Joplin's New Rag (1912) (3:07) 

3. Euphonic Sounds (1909) (3:53) 

4. Magnetic Rag (1914) (5:11) 
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Late in the 1890s, a craze for a new kind of music called ragtime 
swept over America. The instant popularity of ragtime increased 
with the advent of the new century, thrilling some observers of 
American culture, alarming others. By 1910, the mania had 
reached its peak and a decline set in, and the outbreak of the 
First World War signaled the end of the ragtime era. Elements of 
the music, however, remained alive in jazz and in popular dance, 
theater, and movie music, and traces of ragtime remain in Amer- 
ican vernacular music of our own day. 

The ultimate diffusion of ragtime mirrored its origins. Nurtured 
primarily by a large corps of itinerant black pianists in the Mid- 
west, ragtime synthesized diverse musical strands-marching- 
band music, Euro- American dances such as the polka, quadrille, 
and schottisch, sentimental songs, salon music-binding them to- 
gether with the vital syncopated rhythms indigenous to black 
music in Africa, the Caribbean, and the United States. The first 
published rag came from the pen of a white imitator — bandmaster 
William H. Krell; whose Mississippi Rag of 1897 nevertheless 
reveals a close study of the true creators of this music — but black 
composers soon made their way into print as well and received 
much of their rightful due. 

Ragtime grew up in cafes, saloons, and what the period referred 
to as sporting houses. The Midwest of the ’90s retained much of 
its frontier origins, and the flourishing tenderloins provided a 
haven for the early ragtime pianists, whose music hovered just 
below the border of respectability. To some, however, ragtime 
meant more than merely the sonic tapestry of the red-light district 
or a showplace for keyboard prowess; they saw the possibility of 
its escaping from its environment and becoming a medium of 
serious composition. None maintained this vision of a highly 
evolved, "classic” ragtime with greater devotion than a young 
black musician named Scott Joplin. Through ceaseless labor and 
considerable genius, he succeeded in transforming the rough 
vibrancy of his forebears into a subtle and polished art. 

Scott Joplin was born in Texarkana, Texas on November 24, 
1868. Most of his family played an instrument or sang, and Scott 
became fascinated with the piano at an early age. His father 
pieced together the money to buy him an old square grand, which 
the boy taught himself to play with considerable proficiency. By 
the time he reached the age of eleven, word of young Joplin's 
prowess reached the white community and aroused the interest 
of an old German music teacher, who took him as a pupil. 

In his early teens, Joplin left home in the hope of finding his 
fortune through music. From 1885 to 1893, he lived in St. Louis, 
playing in local honky-tonks and in those of nearby towns. He 
then went to Chicago as one of the mass of musicians who con- 
verged upon the World's Columbian Exposition seeking employ- 
ment among the bustling entertainments that sprang up around 
the fair. In 1894, Joplin settled briefly in Sedalia, Missouri, where 
he played second cornet in the Queen City Concert Band, a group 
whose repertoire included marches, popular songs, and transcrip- 
tions of opera overtures. During the next two years, he toured 
extensively with a vocal ensemble that he had formed and made 
his first efforts at written composition, some of which he pub- 
lished— a pair of waltz songs and three descriptive piano pieces 
with such titles as The Great Crush Collision March. ' When 
Joplin’s vocal group dissolved in 1896, he returned to Sedalia and 
remained there until the turn of the century. 

Joplin's second stay in Sedalia marked the crucial turning point 
of his career. Encouraged by friends, he studied music at George 
Smith College, an educational institution for blacks sponsored 
by the Methodist church. He worked at translating the elusive 
rhythms of ragtime into musical notation and continued to refine 
his creative imagination. Accepted by "respectable” society, 
Joplin also dominated the twilight world where ragtime had its 
home; as his friend and protege Arthur Marshall once recalled, 
'Rags were played in Sedalia before Scott Joplin settled there, but 
he got to making them really go.” The best pianists flocked to Will 
and Walker Williams’s Maple Leaf Club, which Joplin immortal- 
ized in the title of his first composed rag. The Maple Leaf Rag 
quickly became a favorite in Sedalia, but Joplin had difficulty 
getting it published. A local firm turned it down, as did a St. Louis 
house which nevertheless bought Joplin’s Original Rags. In 1899, 
however, Joseph Stark, a Sedalia music dealer and publisher, 
heard the Maple Leaf Rag and decided to bring it out. Its instant, 
resounding success throughout the nation fulfilled a prophecy that 
Joplin once made to Arthur Marshall: "Arthur, the Maple Leaf 
will make me King of Ragtime Composers.” 

The Maple Leaf Rag altered the fortunes of its composer and its 
publisher. Stark, almost sixty years old, moved to St. Louis and 


set up an expanded publishing enterprise. Joplin, who had re- 
cently married, followed shortly thereafter. Despite the barriers 
of color and age, the two men maintained an unusually sympa- 
thetic relationship; Stark’s daughter Nelly, a rising concert pianist, 
held Joplin in particular esteem. Prosperous from his royalties, 
Joplin retired from the hectic world of ragtime pianism and bought 
a large house where he concentrated on composing and teaching. 
While rags continued to flow from his pen, he turned his sights to 
larger horizons. In 1902, he completed the Rag Time Dance, a folk 
ballet based on material composed three years earlier; soon after- 
ward came a ragtime opera entitled A Guest of Honor. Neither 
project met with much success. Stark’s publication of the Rag 
Time Dance-undertaken largely at the urging of his daughter- 
was a commercial failure, and the opera never made its way into 
print; it has since disappeared. Personal problems also began to 
afflict Joplin. A baby daughter died only a few months after birth, 
and relations with his wife, who had little interest in music, be- 
came increasingly strained, leading ultimately to a separation. 

In 1906, following the break with his wife, Joplin moved briefly 
to Chicago. He returned to St. Louis before the end of the year but 
left again for New York late in 1907. Stark had moved there two 
years before. Joplin once more hit the entertainment circuit; he 
composed in hotels and rooming houses, and attempted to win 
favor for his newer, more complex rags, which could not expect 
the ready acclaim of Maple Leaf. He remarried happily in 1909 (his 
first wife had died before he came to New York) and the couple 
eventually settled into a house on West 47th Street, from which 
they later moved uptown to Harlem. Joplin devoted most of his 
energies to the creation of another opera, Treemonisha, which he 
completed in 1911. Once again, he had little luck with his larger 
dreams. The declining popularity of ragtime had led to a break 
with Stark over financial matters, and Joplin could not interest 
any other publisher in the opera. He subsidized the printing of a 
vocal score out of his own pocket, then worked three years on the 
orchestration and sought to put together a performance, to test 
public reaction and attract financial backing. The presentation, at 
Joplin’s expense, took place in 1915, without scenery or orchestra, 
and it made no impression on the audience. 

The disaster of Treemonisha dealt a mortal blow to the com- 
poser's spirit. Changes in his personality had already begun to 
disturb his wife and friends. His quiet, level temperament became 
unpredictable, his behavior tense, suspicious, increasingly moody. 
His skill at the piano declined seriously. After the debacle, the 
pace of disintegration increased, until Joplin had to be taken to 
Manhattan State Hospital in the fall of 1916. Even there, he con- 
tinued to compose during occasional lucid moments, feverishly 
sketching and revising. But Joplin never recovered, and he died in 
the hospital on April 1, 1917. 

The sensitive, introspective features revealed by portraits of 
Joplin perfectly reflect the character of his music. A pervasive 
sense of lyricism infuses his work, and even at his most high- 
spirited, he cannot repress a hint of melancholy or adversity. Ac- 
counts of his piano playing stress his smooth legato, singing tone, 
and subtle sense of rhythm. He had little in common with the fast 
and flashy school of ragtime that grew up after him, and which 
still represents the exclusive connotation of ragtime to most peo- 
ple. Several of his pieces bear the following admonition: "Notice. 
Do not play this piece fast. It is never right to play ‘Ragtime’ fast.” 

In Joplin's hands, the flowing syncopated treble — the so-called 
"ragged time”- and steady bass typical of ragtime take on rare 
suppleness; he turns melodic lines into delicate contrapuntal fili- 
gree and strengthens the linear interest of the bass. Formally, most 
of his pieces follow the customary ragtime layout — a pair of con- 
trasting strains, each repeated, followed by a return of the first, 
then a new section consisting of one or two repeated strains, 
usually in the subdominant. (Only The Ragtime Dance, evidently 
a series of keyboard excerpts from Joplin's unsuccessful ballet, 
departs significantly from this model.) As early as the Maple Leaf 
Rag and The Entertainer, however, Joplin shows a tendency to 
round out the form by returning to the home key. In some later 
rags, such as Euphonic Sounds and Scott Joplin's New Rag, the re- 
appearance of the original theme at the close creates a rondo-like 
structure. Magnetic Rag, whose unfolding calls to mind a proces- 
sion of tableaux, has a return of the opening strain at the end but 
not in the middle. Joplin stabilizes the form by means of a careful 
tonal design: in the overall scheme ADCDA, the outer A sections 
and the central C section stand in the tonic, while the intervening 
parts shift to the relative and parallel minor respectively. 

Joplin’s music became more complex as his career progressed. 
One may compare, for instance, the openings of Maple Leaf Rag 


and Gladiolus Rag. Both follow the same structural pattern, but 
the increased registral and harmonic subtlety of the later work 
demonstrate how much Joplin refined his art within the few years 
that separate the two rags. Throughout the first decade of the 
century, his harmonies grow boldcr-as in the penultimate strain 
of Gladiolus, the final section of Fig Leaf, and all of the remark- 
able Euphonic Sound s-and the keyboard writing fuller and more 
demanding. The experimentation and searching achieve their frui- 
tion in Scott Joplin’s New Rag, with its fluid harmonies and un- 
mistakable undercurrent of bitterness, and in Magnetic Rag. the 
last piece that Joplin completed. Subtitled Syncopations das- 
siques, this valedictory work synthesizes the diverse facets of 
Joplin’s imagination, paying tribute, in its middle sections, to the 
transplanted Middle-European dance music that influenced early 
ragtime pianists, the upcoming world of jazz, and the European 
masters whom Joplin sought to emulate. Its short coda seems like 
a farewell, as if he knew how brief and bleak was the time still 
allotted him. 

The awakening of interest in black culture and history during 
the last decade has not yet resurrected Joplin and his contempo- 
raries, who remain barely known beyond a growing coterie of rag- 
time devotees. Yet it offers a perfect opportunity to discover the 
beauties of his music and accord him the honor that he deserves. 

JOSHUA RIFKIN 



Joshua Rifkin was born in New York in J944. His teachers in- 
cluded David Labovitz in piano, and Vincent Persichetti and 
Karlheinz Stockhausen in composition. He holds degrees In com- 
position from the Juilliard School of Music and in musicology 
from Princeton University; he has also studied at New York 
University. In Europe, he attended the International Vacation 
Courses for New Music in Darmstadt, and Gottingen University as 
a Fulbright Scholar. His music has been performed in America 
and abroad. 

In recordings for Nonesuch, Rifkin has conducted repertoire 
ranging from the 15th century to the 20th. Recordings for Elektra 
include The Baroque Beatles Book and numerous arrangements 
for Judy Collins, among them those on her album Wildflowers. He 
has been Musical Director of Nonesuch Records and recently 
joined the faculty of Brandeis University. 

Joshua Rifkin began to play ragtime and classic jazz at the age 
of ten; before he was thirteen, his playing won the approval of 
several survivors of the early New Orleans and Chicago jazz 
worlds. His initial recording for Elektra was as a member of the 
Even Dozen Jug Band, and he has maintained his involvement 
with jazz and rag music through occasional appearances as a 
performer. 


The production of this record -and, in particular, the writing of 
these notes would have been impossible without the goldmine of 
information contained in Rudi Blesh and Harriet Janis’s They All 
Played Ragtime (rev. ed., New York: Oak Publications. 1966). I 
also wish to record my indebtedness to the excellent brief discus- 
sion of ragtime in II. Wiley Hitchcock’s Music in the United 
States: A Historical Introduction (Englewood Cliffs, N.J.: Prentice 


Hall, 1969). J.R. 
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HAPPY JAZZ: 
THE FIRST 
TEN YEARS 


A two record set. 
Containing the tenth and latest 
of the annual releases of 
Jim Cullum s Happy Jazz. 
And a re-issue of Vol I, 
The Happy ]azz Band, 
released ten years ago. 
Affording the listener 
a progress report on 
the Cullum brand 
of Happy Jazz. 
Yeahhhhhhh. 





HAPPY JAZZ VOLUME 1 
RE-ISSUE - API 15 


SIDE ONE 

Cake Walking Babies From Home, 2:35 
Ole Miss, 3:28 
Riverboat Shuffle, 3:52 
Original Jelly Roll Blues, 3:40 
Just A Closer Walk With Thee, 4:28 

SIDE TWO 
Copenhagen, 3:50 
Sweet Substitute, 3:35 
Ostrich Walk, 3:00 
Blues For B-flat Clarinet, 3:12 
Original Dixieland One-Step, 2:59 

PERSONNEL 
Jim Cullum Sr., Clarinet 
Gene McKinney, Trombone 
Jim Cullum, Jr., Cornet 
Benny Valfre, Banjo 
Cliff Brewton, Piano 
Willson Davis, Tuba 
Harvey Kindervater, Drums 


HAPPY JAZZ VOLUME 10 
AP116 

SIDE ONE 

Bourbon Street Parade, 4:34 
Aggravatin' Papa, 5:24 
Riverboat Shuffle, 4:05 
China Boy, 1:58 

SIDE TWO 

At The Jazz Band Ball, 2:38 
Willow Weep For Me, 4:43 
Rose of The Rio Grande, 2:46 
Sugar, 3:45 
I'm Gonna Stomp Mr. Henry Lee, 2:54 

PERSONNEL 

Jim Cullum Sr., Clarinet and Baritone 
Gene McKinney, Trombone 
Jim Cullum, Jr., Cornet 
Curly Williams, Banjo and Guitar 
Cliff Gillette, Piano 
Willson Davis, Tuba 
Harvey Kindervater, Drums 
Mark Hess, Piano and Trombone 
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The world’s Greatest Jazzband 
Ol YanK Lawson & BoD Haggart 
Live At The Roosevelt Grill 


Jazz, live and vibrant, can be a two-way experience-a very wonderful, 
warm and wide-open two-way experience— when the joy of creating new 
and exciting music right on the spot, in person, is shared and often re- 
flected right back from those to whom it's blown to those who are doing 
the blowing. 

That's exactly what's happening on this record. For successive nights, 
Atlantic Records brought its recording equipment into the Roosevelt Grill 
to capture the sounds and the spirit of the World s Greatest Jazzband, 
and of the enthusiastic fans attracted to their honest, straight-ahead type 
of jazz. Then producer Nesuhi Ertegun and the leaders of the band listened 
to all the tapes, selected what they considered to have been the best 
of the nights’ best blowings and-well, here they are! 

Why did Atlantic go to the Roosevelt Grill instead of bringing the band 
into its own studios? Because for the best jazz, for the best capturing of 
the most spontaneous of art forms, you go (and you’ll have to pardon this 
corny cliche, but it really fits) where the action is. 

"You get a much greater feeling of excitement when you play live for 
people than you do in a studio,” insists co-leader Yank Lawson. "There's 
more spirit and it holds up better, even if there are some minor goofs. At 
first we tried to overcome these by splicing takes together. But it wasn't 
the same. It didn't sound as honest. So we said to hell with it and we in- 
cluded only complete performances.” 

“There’s something lacking in excitement when you're recording in a 
studio,” agrees other co-leader and chief arranger Bob Haggart. "It may 
come out all slick and perfect without any clams, but it's never as relaxed. 
Playing for an audience, on the other hand, helps us relax and have a good 
time. It makes us want to enjoy ourselves the way they seem to be enjoy- 
ing us. Maybe that's why this whole record seemed so effortless to us. 
Instead of working on new arrangements of current tunes, the way we 
did on our other records, we just sat back and relaxed and played the 
things that we can play better than anyone else— and without even half 
trying." 

These "things" are primarily standards in the literature of jazz. To the 
more initiated, they are familiar. To the less initiated, and this includes 
the vast majority of today's record buyers, they are, as Haggart points 
out “actually new tunes. They've never heard them before. You'd be 
amazed, when we play dates, how many young people, twenty-one years 
and less, come up to us and say, 'You know, we've never heard anything 
like this live before.’ And it’s true. They haven’t— certainly not in person, 
anyway.” 

Dick Gibson, the wealthy jazz enthusiast, who created The World's 
Greatest Jazzband with his savvy, money and enthusiasm and who con- 
tinues to serve as its God-father figure, sees its music as the single most 
important factor contributing to the over-all renaissance of jazz. “Sure," 
he admits, “some of the rock groups are now using bits of jazz here and 
there. But this is the real thing, the pure thing, the most honest kind, 
and it's always there. And, as Haggart says, for most of today's kids this 
is something that's completely new. Don't forget, too, that it's being 
played by the only organized group of jazz stars like these in the whole 
world today.” 

Stars they are. And stars they have been for years. Haggart, Lawson 
and Billy Butterfield were leading lights in the famed Bob Crosby band. 
Yank also played for Tommy Dorsey and at Eddie Condon's; Billy for Artie 
Shaw and Benny Goodman. Bud Freeman was a star with both Dorsey and 
Goodman, but even before that he had introduced a tenor sax style that, 
through the late Lester Young, who openly admired Bud's creativity, led 
the way to the modern, airy approach to tenor sax jazz. Lou McGarity is 
a Goodman alumnus, while both Vic Dickenson and Gus Johnson worked 
with, among others, Count Basie's great band. Ralph Sutton has long been 
acclaimed as the leading disciple of the James P. Johnson-Fats Waller 
school of stride piano. And Bob Wilber, who began as a devoted follower 
of the late Sidney Bechet, has developed into probably the most compleat 
clarinetist-saxophonist extant, his abilities far surpassing the alphabetical 
limitations of (Thelonious) Monk and Jelly Roll (Morton), both of whose 
music he plays so convincingly. 

Wilber, along with Sutton, is featured on the opening dixieland stand- 
ard, That’s A Plenty, which as Lawson, who blows the powerful, booting 
lead on the ensembles, points out, “has been around ever since I've been 
a kid— at least!" 

Five Point Blues, written by Lawson, features his pungent horn. 
“We did this with the Crosby band," he recalls. “I brought it in for a 
recording date and Haggart wrote an arrangement right then and there, 
and we recorded it." This version is different, There is no arrangement. 


“Just a sketch,” notes Haggart, "so that we'd know where we were going." 
Yank's unerring sense of time prevails through the stop-time passages, as 
he plays without the support of a rhythm section. 

My Honey's Lovin' Arms, another dixieland favorite, receives a 
pure head arrangement treatment-nothing written ahead of time. Both 
trumpeters take solos: first Yank, then Billy. “We also played this at 
Eddie Condon’s," Yank remembers. “It was Cutty Cutshall's (the trom- 
bonist's) favorite. Only we used to call it ‘Mahoney's Lovin’ Arms’." 

Black And Blue, a melancholy ballad associated with Louis Armstrong 
and Fats Waller, serves as a duet for Lawson on trumpet and Butterfield 
(both worship Louis, by the way) on flugelhorn, which Billy plays with 
startling brilliancy. “We get a lot of requests for this," says Yank. "I 
don’t know why." To the discerning listener, the reason becomes pretty 
obvious: it’s lovely jazz. 

That D Minor Thing, a fetching and humorous variation on the tra- 
ditional blues, spots Bud Freeman, who composed the blues line, first in 
duet with Bob Wilber, then as one of the three soloists. Bud's style is 
typically Freeman— like a laughing gazelle. Wilber’s mournful wails are 
reminiscent of Sidney Bechet; pianist Sutton's tinkling gallops of James 
P. Johnson. According to Lawson, “This thing sometimes stretches out 
to ten minutes, with Haggart and Gus also taking solos." Not this time 
though. Not enough room. 

Royal Garden Blues, another jazz classic, may sound arranged, but 
it isn't. “It's sort of a standard routine,” notes Lawson, "left over from 
the Bix Beiderbecke version." Putting in a plug for spontaneity and against 
one of his professions, Haggart adds, “We’re playing this strictly from 
memory. There's no arrangement inflicted on this one.” 

Side Two's opening, Come Back, Sweet Papa, also sounds as if it 
could have been arranged and also hasn’t been. An especially catchy 
tune (Haggart describes it as "a cornball little old song”), it was once 
recorded by the Crosby Bob Cats without the verse. “Bob Wilber remem- 
bered it and so we put it in,” notes Lawson. “We started playing it at 
one of Gibson’s jazz parties out in Colorado (that's where the band was 
first put together) and we've been playing it ever since." The first trumpet 
solo is Billy’s; the second is Yank's. 

Under The Moonlight Starlight Blue was written by drummer Gus 
Johnson, and is, as Haggart points out, "a Billy Strayhorn kind of melody, 
the kind he used to write for Johnny Hodges. We play it every night on 
the job and everybody gets out on the floor. It's sort of the signal to 
start dancing. And every time we play it, Gus back there gets that rap- 
turous look all over his face." In addition to Wilber on sax, the perform- 
ance features Butterfield on open flugelhorn and Lawson on muted 
trumpet. 

Constantly was written by another member of the band, Vic Dicken- 
son, whose trombone, blown into a felt hat for the first chorus, and then 
open, with amazing tonal variations, is featured throughout. “Vic had 
been in the band just one day when we recorded this,” points out Lawson, 
“we hardly knew the tune. Haggart wrote out the melody and the chords 
for us and we started to play it and this is what happened." 

New Orleans is an entirely ad lib performance. "We always included 
this in one of the medleys we play for dancing,” states Lawson. "This 
time, though, we routined the choruses as we went along. It was the first 
time we’d done it this way, and we haven't done it the same way since." 
"This way" includes an intriguing dialogue between Lawson (heard first) 
and Butterfield. 

The Jazz Me Blues invariably pops up whenever traditional jazz 
musicians get together. The routine, as Lawson points out, "is part of 
the tune itself. How good it sounds depends strictly on the individual 
musicians and how well they play together. It's like the Green Bay Packers 
and a high school football team. They both play the same thing — football — 
and they both have eleven men. But there's still quite some difference, 
isn't there!" The musical breaks here are, in order by McGarity, Butter- 
field, Lawson, Freeman and Johnson, with solos from Wilber and Dickenson, 

There you have them: eleven stellar examples of The World's Greatest 
Jazzband, joyous, spontaneous-sounding jazz, blown by traditional jazz 
musicians in the Roosevelt Grill, a room steeped in its own tradition, 
where for years Guy Lombardo and his Royal Canadians ushered in each 
New Year with the playing of Auld Lang Syne. But limes have changed 
and now in the seventies, with the World's Greatest Jazzband the new, 
semi-permanent residents of the Grill, perhaps we're coming into an 
era of the New Lang Syne. It could be a most welcome and a most happy 
one. For, as Bob Haggart puts it, “This is music everybody likes. What 
is there not to like?" GEORGE T. SIMON 

Author of The Big Bands 
published by The Macmillan Company 




SIDE ONE 

1. THAT’S A PLENTY 

(By Bert Williams & Henry Creamer; Jerry Vogel. ASCAP. Time: 3:29) 

2. FIVE POINT BLUES 

(By Yank Lawson; Bregman, Vocco & Conn, ASCAP. Time: 4:50) 

3. MY HONEY’S LOVIN’ ARMS 

(By Joseph Meyer & Herman Ruby; Mills. ASCAP. Time: 5:10) 

4. BLACK AND BLUE 

(By Andy Razaf. Thomas "Fats” Waller & Harry Brooks; Mills-Ann 
Rachel. ASCAP. Time: 3:25) 

5. THAT D MINOR THING 

(By Bud Freeman: World Jazz. ASCAP. Time: 4:07) 

6. ROYAL GARDEN BLUES 

(By Clarence Williams & Spencer Williams; Shapiro Bernstein. ASCAP. 
Time: 3:42) 


SIDE TWO 

1. COME BACK SWEET PAPA 

(By L.C. Russell & Paul Barbarin; MCA, ASCAP. Time: 5:30) 

2. UNDER THE MOONLIGHT 
STARLIGHT BLUE 

(By Gus Johnson, Jr.; World Jazz. ASCAP. Time: 4:10) 

3. CONSTANTLY 

(By Vic Dickenson; World Jazz. ASCAP. Time: 3:58) 

4. NEW ORLEANS 

(By Hoagy Carmichael; Southern. ASCAP. Time: 5:12) 

5. THE JAZZ ME BLUES 

(By Tom Delaney: B. Marks. BMI. Time: 4:37) 


The personnel is: Yank Lawson, trumpet: Billy Butterfield, trumpet 
& flugelhorn: Bob Wilber, clarinet & soprano sax; Bud Freeman, 
tenor sax; Vic Dickenson & Lou McGarity, trombones: Ralph 
Sutton, piano: Bob Haggart, bass; Gus Johnson, Jr., drums. 


Recorded live at the Roosevelt Grill, New York City on April 17th 
& 18th. 1970. 

Recording engineers: Phil lehle & Gene Paul 
Re-mix editor: llhan Mimaroglu 
Re-mix engineer: Geoffrey Haslam 
Cover photo: Joel Brodsky 
Cover design: Ira Friedlander 
PRODUCED BY NESUHI ERTEGUN 
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It was Old School at the New School-or you can go home again. 

Such a nice idea. Nobody thinks of things like this any more except Hank O’Neal, who 
figured it would be pleasant to ask these guys if they’d like to play together for an evening. 
No festival, no big deal. Just the boys getting together for a student audience. 

We sat around in a basement classroom, putting two sets together. A rousing opener, of 
course, but not too obvious a choice. (I Want to Be Happy.) Change of pacer; something 
from the old days. (Sugar.) A solo feature with a tie to the past. (Soprano saxophone spot- 
light on Shim-Me-Sha- Wabble, recalling Tesch, Gene, Joe Sullivan and Eddie on their first 
tnp to New York.) Along the way, a blues (of course), something unexpected (The Mooche ) 
and finally the blow-off (I Can ’t Believe). 

Yes it has the feeling; that slightly grainy texture and the gently humid atmosphere of long- 
ago but only half-forgotten nights in a hundred joints and a dozen private parties and even 
record dates when you couldn’t blow over three minutes and thirty-one seconds, tops. 

For me, it brought back oranges and the Merritt Parkway. It was junior year, and Jerry King 
(a two-star admiral today, to the astonishment of all who knew him then as the owner of the 
second-best collection of Duke and Bix in New Haven -Marshall Stearns’s was always first) 
had a Ford roadster that I sometimes had to run alongside of so that Jerry could get up the 
hills on the way to Nick’s, Ryan’s, the Famous Door, Kelly s Stables, the Yacht Club, the 
Hickory House or the Savoy. 

Girls were not favorably impressed with being asked to step out of the car for a 100-yard jog 
(uphill, no less); something had to be done to offset this admitted handicap, so we devel- 
oped a fairly impressive sideshow, consisting of throwing an orange at least twenty feet 
ahead of the car and catching it as we sped along at 30, 35, and feven (depending on the 
steepness of the downgrade) sometimes 40. With Jerry pitching from the steering wheel and 
me catching in the rumble seat, we never lost but one orange, though eventually the girls 
gravitated to solider types. 

At this point, if you’re wondering what oranges on the Merritt Parkway have to do with the 
music, I must ask you to put Side One on again (provided you’ve listened to Two as well), 
and as Eddie Condon would say, pay attention, please. This music is roadsters and girls and 
cutting classes and oranges. 

Eddie Condon. Eddie didn’t play much that night, but he doesn’t have to. Eddie has always 
been a Presence. There haven’t been many of them. But he’s a big one. I remember a set at 
Newport— the first one ever recorded there. It was raining and Eddie didn’t even take the 
porkchop out of the case, but the music is stamped CONDON nonetheless. 

And those other guys! With Louis and Muggsy gone, there is only Wild Bill, skipping and 
dancing a line with a light, airy swing that defies improvement; gutsy, punching tone that 
talks— talks angry, or cajoling, sentimental or tough, just when it should. Kenny Davern, 
born too late for the glory days but with all the knowledge and push and soaring sound (plus 
more technique) that Pee Wee and Tesch had, brings a new sound to the Chicago front line 
sound. You could say it’s how Tesch might have played soprano saxophone, but it’s really 
Kenny’s own. 

And Krupa. Gene Krupa. Just the name alone makes you know he’s somebody, one of a kind, 
even if you didn’t know he was a giant. Gene’s greatness has always been that he listens, he 
fills, he moves, he builds, he ignites. Pee Wee used to say “You play with Gene, you’ve got 
to play better. He insists’.’ 

Dick Wellstood brings back the time when a pianist was a rhythm section unto himself. 
When Hank O’Neal called me about the concert, I asked “How about a bass player?” “The 
school doesn’t even have enough budget for the guys I’ve called’,’ said Hank, “but Wellstood 
will be there’.’ The line began with James P. Johnson and Fats Waller, and it ends with Well- 
stood. After Dick, there will be no more pianists who do it all, down to the trombone parts. 

There were two wonderful things about the evening, neither of which you can see on a 
record but you may feel them there. One was the joy the guys felt, not just playing together 
but knowing that it was essentially for their own kicks. The other was seeing the audience, 
filled with young people, happy and smiling and reacting to a music they could not have 
known much about. But they learned something before they left, and were glad. 

— George Avakian 


Personnel: 

Eddie Condon, Guitar 
Kenny Davern, Clarinet 
Wild Bill Davison, Cornet 
Gene Krupa, Drums 
Dick Wellstood, Piano 

a 

Produced By: Hank O’Neal in associa- 
tion with Composer's 
Theater 

Cover Design: Leo Meiersdorff 
Recording: The New School Audio 
Engineering Class under 
the watchful supervision 
of Fred Miller 

P 

Chiaroscuro wishes to pay particular thanks to a 
number of individuals, other than the musicians 
involved, who helped make this concert possible. 
Of paramount importance was the effort of John 
Watts, Director of Composer's Theater and Dean 
Allen Austill of the New School who made the 
concert possible in the first place. In addition we 
wish to thank George Avakian who provided in- 
valuable assistance in selecting the numbers 
played and generally encouraging everyone 
present, and Maggie Condon, who aided in 
almost every aspect of the production of this 
record. 


Side One 

1. 1 Want To Be Happy (Yeomans-Caesar) 

2. Sugar (Pinkard) 

3. Shim-Me-Sha-Wabble (Williams) 

4. Avalon (Rose-Sylva-Jolson) 

Side Two 

1. That Da Da Strain ( Medina-Dowell ) 

2. Blues In C (Condon et al) 

3. The Mooche (Ellington) 

4. I Can V Believe That You 're in Love 
With Me (Gaskill-McHugh) 

a 
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CFL 102— EVENINGS AT THE BALLET: SELEC- 
TIONS FROM THE NUTCRACKER SUITE, DAPH- 
NIS AND CHLOE. SAMSON AND DELILAH, ON 
THE TOWN BALLET MUSIC, GAYNE BALLET 
SUITE. PETROUCHKA. PRINCE IGOR: DANCES 
OF THE POLOVETZKI MAIDENS, others 

CFL 100— THE SIX SYMPHONIES OF TCHAI- 
KOVSKY (complete) 

CFL 103—29 CLASSICS YOU SHOULD KNOW 

CAL 104— A TREASURY OF FAVORITE SYM- 
PHONIES: BEETHOVEN, BRAHMS, DVORAK, 
others 

CFL 101— THE HEART OF THE OPERA: SELEC- 
TIONS FROM CARMEN, FAUST. LA BOHEME, 
MADAMA BUTTERFLY, LOHENGRIN, TANN- 
HAUSER, AIDA, others 

CFL 105— MOZART ANNIVERSARY ALBUM 


CLASSICAL 

CAL 100— TCHAIKOVSKY: NUTCRACKER 
SUITE 

SAINT-SAENS: CARNIVAL OF THE ANIMALS 
Warwick Symphony Orchestra 

CAL 1 16— ROSSINI: WILLIAM TELL OVERTURE 
TCHAIKOVSKY: 1812 OVERTURE Boston Pops 
Orchestra, Arthur Fiedler, Conductor 

CAL 104— DVORAK: SYMPHONY NO. 5 IN 
E-MINOR ("NEW WORLD") The Philadelphia Or- 
chestra, Leopold Stokowski, Conductor 

CAL 103— BEETHOVEN: SYMPHONY NO. 5 IN 
C-MINOR London Philharmonic Orchestra, Serge 
Koussevitzky, Conductor 

CAL 102— BEETHOVEN: SYMPHONY NO. 3 IN 
E-FLAT ("EROICA ') London Philharmonic Orches- 
tra, Serge Koussevitzky, Conductor 

CAL 196— BERNSTEIN CONDUCTS BERNSTEIN: 
"JEREMIAH" SYMPHONY, ON THE TOWN 
BALLET MUSIC, FACSIMILE 

CAL 1 0 1 — PROKOFIEFF: PETER AND THE WOLF 
Richard Hale, Narrator RICHARD STRAUSS: TILL 
EULENSPIEGEL’S MERRY PRANKS Boston Sym- 
phony Orchestra, Serge Koussevitzky, Conductor 

CAL 152— TCHAIKOVSKY: SYMPHONY NO. 6 
IN B-MINOR ("PATHETIQUE") Star Symphony 
Orchestra 

CAL 1 17— GRIEG: PEER GYNT SUITE NO. 1 
Cromwell Symphony Orchestra GRIEG: PEER GYNT 
SUITE NO. 2 Indianapolis Symphony Orchestra, 
Fabien Sevitzky, Conductor 

CAL 202— RICHARD STRAUSS: DON QUIXOTE 
The Philadelphia Orchestra, Eugene Ormandy, Con- 
ductor; Emanuel Feuermann, 'cello soloist 


CAL-l 


CAL 281— BERLIOZ: SYMPHONIE FANTAS- 
TIQUE, Op. 14 Paris Conservatory Orchestra, Bruno 
Walter, Conductor 

CAL 203— STRAVINSKY: PETROUCHKA SUITE 
BORODIN: PRINCE IGOR (DANCES OF THE 
POLOVETZKI MAIDENS) The Philadelphia Or- 
chestra, Leopold Stokowski, Conductor 

CAL 174-BACH: CONCERTO FOR ORCHESTRA 
IN D BACH: BRANDENBURG CONCERTO NO. 3 
IN G BACH: BRANDENBURG CONCERTO NO. 4 
IN G Boston Symphony Orchestra, Serge Koussevit- 
zky, Conductor 

CAL 1 13— THE HEART OFTHE PIANO (Excerpts): 
BACH. MOZART, SCHUMANN. GRIEG, BEE- 
THOVEN, RACHMANINOFF, TCHAIKOVSKY, 
GERSHWIN RCA Victor Symphony Orchestra, 
Charles O'Connell, Conductor Jesus Maria Sanroma, 
Pianist 

CAL 265— THE ART OF JOSEF LHEVINNE: 
CHOPIN, DEBUSSY, SCHUMANN, STRAUSS 

CAL 198— TWO-PIANO FAVORITES: RITUAL 
FIRE DANCE. TAMBOURIN CHINOIS, 9 OTHERS 
Pianists, Luboshutz and Nemenoff 

CAL 112— THE HEART OF THE SYMPHONY: 
EXCERPTS FROM BEETHOVEN. DVORAK, 
TCHAIKOVSKY, SCHUBERT, FRANCK, RIMSKY- 
KORSAKOFF RCA Victor Symphony Orchestra, 
Charles O'Connell, Conductor 

CAL 207 — AN ERICA MORINI RECITAL: 6 HUN- 
GARIAN DANCES (BRAHMS), others 


SEMI-CLASSICAL 

CAL 12 5— AMERICA MARCHES The Goldman 
Band, Edwin Franko Goldman, Conductor 

CAL 177— MUSIC BY GEORGE 
GERSHWIN MUSIC BY VICTOR HERBERT 

CAL 2 33— MEMORABLE MUSIC FROM THE 
MOVIES 

CAL 124— SONGS OF STEPHEN FOSTER 
Richard Crooks 

CAL 268 — ALLAN JONES SINGS GREAT SHOW 
TUNES 

CAL 2 39 — LISTEN TO THE MUSIC OF SIGMUND 
ROMBERG 

CAL 1 26— THE VIENNESE MAGIC OF JOHANN 
STRAUSS, JR. Boston Pops Orchestra, Arthur Fiedler, 
Conductor 

CAL 121— LIGHT CONCERT CLASSICS Minne- 
apolis Symphony Orchestra, Eugene Ormandy, Con- 
ductor 

CAL 168 — A LAWRENCE TIBBETT PROGRAM 

“Your Music Budget’s Best Friend” 


OPERA AND SONG 

CAL 128— RICHARD CROOKS SOUVENIRS: 
BECAUSE, THE LOST CHORD, 10 others 

CAL 221— THE HEART OF THE OPERA: VOL. 1, 
CARMEN AND FAUST 

CAL 222 — THE HEART OF THE OPERA: VOL. 2, 
LA BOHEME AND MADAMA BUTTERFLY 

CAL 227— THE HEART OF THE OPERA: VOL. 7, 
LA TRAVIATA AND THE MARRIAGE OF FIGARO 

CAL 249— FAVORITE ARIAS FROM FAVORITE 
OPERAS: AIDA, CARMEN, MADAMA BUTTER- 
FLY, LA BOHEME, PAGLIACCI, RIGOLETTO, 
TANNHAUSER 

CAL 171— LAWRENCE TIBBETT SINGS 
OPERATIC ARIAS 

CAL 2 74— GIOVANNI MARTINELLI SINGS BY 
REQUEST 

CAL 199— JOHN CHARLES THOMAS SINGS 
OPERATIC ARIAS AND OPERETTA FAVORITES 

CAL 245— JOHN JACOB NILES SINGS AMERI- 
CAN FOLK SONGS (14) 

POPULAR 

CAL 135-STARDUST MELODIES Raymond 
Paige Orchestra 

CAL 2 5 5-GUY LOMBARDO PLAYS 
CAL 277— WAYNE KING, LET'S DANCE 

CAL 270— POLKA PARTY Andre Musette Or- 
chestra 

CAL 2 34— HITS FROM BROADWAY SHOWS 

CAL 261— MUSIC FOR DANCING Sammy Kaye 
Orchestra 

CAL 264— DANCING PARTY Freddy Martin 
CAL 295— ONE BAND: 2 STYLES Ray McKinley 

MOOD MUSIC 

CAL 271— MOON GLOW AND MUSIC David 
Whitehall Orchestra 

CAL 2 59-CASINO ON THE RIVIERA Van der 
Linden Orchestra 

CAL 260-I.ISTEN TO NATURE SING: 11 SELEC- 
TIONS Van der Linden Orchestra 
CAL 2 58— FLOATING ON A CLOUD: 13 SELEC- 
TIONS Van der Linden Orchestra 
CAL 2 78— LOVE'S SEVERAL FACES David White- 
hall Orchestra 
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PEARL BAILEY 




BILL BAILEY 
NEW SHOES 

JINGLE BELLS CHA CHA CHA 

SOLID GOLD CADILLAC 

ZING WENT THE STRINGS 
OF MY HEART 
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AROUND THE WORLD 
WITH ME 

Starring PEARL BAILEY 

Side B 






LOCH LOMOND 
HIT THE ROAD TO DREAMLAND 
THAT CERTAIN FEELING 
AROUND THE WORLD WITH ME 
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AIN’T NOBODY EVER LOVED YOU [Remix] 

AIN’T NOBODY EVER LOVED YOU [Pub] 

WRITTEN BY NARADA MICHAEL WALDEN & JEFFREY COHEN 
PRODUCED BY NARADA MICHAEL WALDEN FOR 
PERFECTION LIGHT PRODUCTIONS 
Remix & Additional Production By Steve Thompson & Michael Barbiero 

Mix Supervision: Ed Eckstine 
Published by Gratitude Sky Music [ASCAP]/ 

Polo Grounds Music Co. [BMI] 

Loaned For Promotion Only. All Rights Reserved. 
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AJ3W 8 T NOBODY EWER LOVED YOU (Single Edit] 4:1® 


WRITTEN BY NARADA MICHAEL WALDEN & JEFFREY COHEN 
PRODUCED BY NARADA MICHAEL WALDEN FOR 
PERFECTION LIGHT PRODUCTIONS 


Additional Production By Steve Thompson & Michael Barbiero 
Published by Gratitude Sky Music (A8CAP}/ 
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CLUB SIDE: 

BLAH BLAH BLAH 

(D. Sellers Jr., S. Smith) 

1. Clean Radio (Lp Mix) 

2. Parental Advisory 

3. Instrumental 

U MUST NOT KNOW 

(D. Sellers Jr., L. Smith, K. Golden) 

4. Parental Advisory 


33RPM STEREO 
WR-1516-1 A 
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STREET SIDE: 

I WISH I NEVER LOVED U 

(M. Seymore, L. Smith, K. Golden) 

1 . Clean Version 

2. Parental Advisory 

3. Instrumental 

U MUST NOT KNOW 

(D. Sellers Jr., L. Smith, K. Golden) 

4. Instrumental 


Produced By Donnie Sellers Jr., 
for U N Trouble Entertainment. 
Published by Calico Music (BMI)/ 
Dandelion Music Company (BMI). 

Executive Producers: Bert Willis 
& Jym Pratt 

© & ©2001 Willis Records. 

E-Mail: Jym@Jamguy.com 
All Rights Reserved 
Distributed By Universal One 
Stop Distribution 
2055 Richmond Street 
Philadelphia, PA 19125 
(800)523-0834 





TeME 

RECORDS 


PICKWICK 

INTERNATIONAL 
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LONG PLAYING 
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33% RPM 
UNBREAKABLE 


HT-1044-A 


THE YELLOW SUBMARINE & OTHER SONGS OF FUN 
HAPPY TIME CHILDREN’S CHORUS & ORCH. 

1. THE YELLOW SUBMARINE 

2. BLOW THE MAN DOWN 

3. SAILING, SAILING 

4. SKIP TO MY LOU 

5 . POP GOES THE WEASEL 

6. TAKE ME OUT TO THE BALL GAME 


Printed in U.S.A. 
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TH,E YELLOW SUBMARINE & OTHER SONGS OF FUN 
HAPPY TIME CHILDREN’S CHORUS & ORCH. 

1, SAILOR'S ALPHABET 
N 2. THREE PIRATES 

3. SIDEWALKS OF NEW YORK 
v 4. BE KIND TO YOUR PARENTS 
5. NICK NACK PADDY WHACK 
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1. BABY OH 3ABY 

(Johnson-Bouknlght-Coleman) * Figure Music (BMI) 

2. ON MY HONOR 

(Bouknlght-Geter) - Joli Music Inc. (BMI) 

3. A TOAST TO YOUR BIRTHDAY 
(Stanton-Fisher) - Joli Music Inc. (BMI) 

4. BABY, WALK ON IN 
(Shade-R. Alston) - Joli Music Inc. (BMI) 

5. PLEADING NO MORE 
(Johnson-Carlyle)- Realgone Music (BMI) 

6. DEEP IN MY HEART 

^ (Bob Staunton) • Joli Music Inc. (BMI) ^ 

^ c 0Rq corp. BOX 35, 




THE SHELLS 

GOLDEN CLASSICS 


SEND FOR 
FREE 

CATALOG 


X 1. HAPPY HOLIDAY 
(Bob Staunton) - Joli Muslci'nc. (BMl) 

2. WHAT'SIWAtTANGELS EYES 
(Johnson-Souknight-Coleman) - Sophisticate Music Inc. (BMl) 

3. MY CHERIE 

(Bouk night- Johnson) - Joii Music, inc. (BMl) 

4. EXPLAIN IT TO ME 

(Bouknlght-Johnson) - Joil Music, inc. (BMl) 

5. DONTSAY GOODBYE 
(Johnson-Carlyie) - Realgono Music (BMl) 

6. BETTER FORGET HIM 

u (Bouknlght) - Joli Music, Inc. (BMl) „ 





Long playing Side one 

Full fidelity TS-1000 

THE TIMETONES MEET THE NOBLES 

THE TIMETONES 

1. IN MY HEART (Smith-Johnson) 

2. MY LOVE ( LaRue-Johnson) 

3. I'VE GOT A FEELING (LaRue-Johnson) 

4. PRETTY, PRETTY GIRL (Glozek-Johnson) 

5. GET A HOLD OF YOU SELF (Roger LaRue) 

6. THE HOUSE WHERE LOVER'S DREAM 

(George Ealey) 

7. ANGELS IN THE SKY (Timetones) 

8. SUNDY KIND OF LOVE - 

( Leonard-Bell-Rhodes-Prima) 



Long playing Side two 

Full fidelity K-1000 

THE NOBLES MEET THE TIMETONES 

THE NOBLES 


1 

2 

3 . 

4 . 

5 . 

6 . 

7 . 

8 . 


POOR ROCK 'N ROLL ( K usel l-G iam-Trinathi) 
TING-A-LI NG (Bernardo-Kugell-Giam) 

THE SEARCH (G. Pitney) 

WHY BE A FOOL (Nobles) 

DARKNESS (G. Pitney) 

CRIME DON'T PAY (The Nobles) 

SCHOOL DAY CRUSH ( Kugell-G iamettei-Cose 
SCHOOL BELLS ( Krondes-E vans-Jacobson) 
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THE BEST OF THE FIVE KEYS FEATURING RUDY WEST 

VOLUME-4 

1. PEACE AND LOVE (Chuck Willis) 

2. MV PIGEON’S GONE (John Davenport) 

3. C’est Lavie (John Davenport) 

4. DREAM (John Davenport) 

5. ALL I NEED IS YOU (John Davenport) 

6. ’CAUSE YOU’RE MY LOVER (Sherm Feller- 
Goldie Tyler) 

7. GEE WHITTAKERS (Winfield Scott) 



Long playing Side two 

Full fidelity CH-1000 j 

THE BEST OF THE FIVE KEYS FEATURING RUDY WEST 

VOLUME-4 

1. \ LING TING-TONG (Mable Godwin) / 

2. I’M ALONE (Gayton-Jones-Mendel Sohn) 

3. EMILY PLEASE (Earl Shuman-Alden Stuman) 

4. HANDY ANDY (Ollie Jones) 

5. DO ANYTHING (Clyde Otis-Ivory Joe Hunter) 

6. IT’ A CRYIN’ SHAME (Guy Wood-Aaron Schroeded) 
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Some of the Best of Vocal Group Harmony 

LP-2000 At Volume One 

Long Playing 


SIDE A 


33 y 3 


Uptempo 


1. Really Wish You Were Here-The Keynotes 

2. Lamplight— The Deltas 

3. Come On Back— The Ramblers 

4. Woe Woe Baby— The Personalities 

5. Walkin’ With My Baby-The Vocal Tones 

6. Roach’s Rock— The Temptations 

7. Heartbeat— The Whirlwinds 

8. Do You Love Her— The Impressors 

9. Hy Wocky Toomba-The Mighty Jupiters 




Some of the Best of Vocal Group Harmony 


LP-2000 
Long Playing 
33 y 3 


Volume One 
SIDE B 
Slow 


1. My Life My Loved One— The Incredible Upsetters 

2. How Can I Love You— The Swinging Hearts 

3. Angel Mine-The 5 Playboys 

4. Lonesome For You— Frankie Greer Quartet 

5. Devil You May Be-Miriam Grate and The Dovers 

6. Dear Don— The Metronomes 

7. Somehow— The Ballads 

8. Teardrops— The Vala Quons 

9. Angel of My Dreams— The Sonnets 
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JA1265 
33 1/3 RPM 
STEREO 


VOLUME 43 


Tuning Notes: "Bb" and "A" Concert 

1. GROOVIN' HIGH 

2. ALL THE THINGS YOU ARE 

3. A NIGHT IN TUNISIA 

4. AFTERNOON IN PARIS 



PRODUCED BY JAMEY AEBERSOLD 
A PRODUCT OF JA RECORDS 




SIDE TWO 



VOLUME 43 

1. HIGH FLY 

2. WEST COAST BLUES 

3. I'LL REMEMBER APRIL 

4. BLUESETTE 


PRODUCED BY JAMEY AEBERSOLD 
A PRODUCT OF JA RECORDS 



AP-43 



Side A 

33 1/3 R.P.M. 


1. SIBONEY - (Ernesto Lecuono) 
CANTINERO - (T. Alvarez) 

3. ME ROBASTE LA VIDA - (L. Marquettl) 

4. Ml TRIUNFO Y SU FRACASO - 

(T. Alvarez) 

5. UN CUENTO - (A. Esp inosa) 






SERVANDO DIAZ 
TAICUBA 
T. ALVAREZ 


H 


Side 6 

33 1/3 R.P.M. 


1. MARIA LA 0 - (Ernesto Lecuona) 
. ODIAME - (Rafael Otero) 
ECHIZAME (B. Tabranes) 
UNDO EL CHACHA CHAT 

5. ANORANZA DE AMOR - 
(L. Sachy-A.S. Caballero) 

T H£ASTIRH 
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EVERYBODY CHA CHAS 


d\ ryi CELP441 

1 ) ( Hj Side 1 

p/ V..v^ MP 132 (20049) 

1. CHA CHA CLARINETE (Mario Bauzo) 

Machito & His Afro-Cubans 

2. Y0 QUIERO TRANQUILIDAD (Felix Villa Kimbo) 
Vicentico Valdes y Orquesta 

3. POR QUE EMPENAS EH DECIR (Willy Gamboa) 
Sonora Matancera 

4. ME 10 DUO ADELA (Otilio Portal) 

Bobby Capo 

5. EL JAMA I QU I NO (Nino Rivera) ' 

Machito & His Afro-Cubans 

6. JOSEITO (Ruiz-Alvarez) 

Ill^Frank Souffront 
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CELEBRITIES 



EVERYBODY CHA CHAS 


1. RICO VACILON (F. Fellove) I 
Vicentico Valdes y Orquesta 

2. EL TUNEL (Enrique Jorrin) Trio Avileno 

3. OYEME MAMA (Lacho Rivera) 
Bienvenido Granda 

4. APRENDE (. Garcia) 

Chiquitin y Trio Alegria 

5. ESTE CHA CHA CHA (Humberto Juama) 
Sonora Matancera 

6. CiRCUMSTANCIA (F. Fellove) r" 
Machi'to'&'His Afro-Cu bans' 







1. TEMPTATION 

2. JACK, JACK, JACK 

3. 2AMBUMBA 






LATIN HOUR 
WITH NORO MORALES 


1. WALTER WIKCHELL RHUMBA 





Eddie 

Murphy 

* ( 

"Whatzupwitu" (remix) 
REMIXED BY DAVID MORALES 


3745311 1 1 1 





STEREO 
33 1/3 RPM 


374631111-1 
SIDE ONE 



1. KLUB MIX FULL (7:21) 

2. KLUB MIX EDIT (3:52) 

3. HIP HOP REMIX (4:47) 

Special Appearance by Michael Jackson, courtesy of MJJ Productions and Epic Records 

Lyrics written by E. Murphy 
Music written by E. Murphy and T. Gumbs 
Eddie Murphy Music/Rayclo Music (ASCAP) 

PRODUCED BY EDDIE MURPHY AND TRENTEN GUMBS 
Executive Producer: Donna Ross-Jones 
© 1993 Motown Record Company, L.P. and Panda Bear Enterprises. 
Manufactured and Marketed by Motown Record Company, L.P. 

6255 Sunset Blvd. Los Angeles, CA 90028-USA 
All Rights Reserved. Unauthorized duplication 
is a violation of applicable laws. 

374631111-1 


y^OWN RECORD CO. L.P- L° S 



MOTOWN® 


FOR PROMOTIONAL USE ONLY/ NOT FOR SALE 

EDDIE MURPHY 

"WHATZUPWITU" REMIX BY DAVID MORALES 


# 


374631111-1 
SIDE TWO 


STEREO 
33 1/3 RPM 


1. ECLIPSE MIX (6:30) 

2. LP VERSION (3:21) 

3. KLUB MIX DUB (6:34) 


Special Appearance by Michael Jackson, courtesy of MJJ Productions and Epic Records 

Lyrics written by E. Murphy 
Music written by E. Murphy and T. Gumbs 
Eddie Murphy Music/Rayclo Music (ASCAP) 

PRODUCED BY EDDIE MURPHY AND TREN7EN GUMBS 
Executive Producer: Donna Ross-Jones 
LP Version appears on Eddie Murphy’s "Love’s Alright" 

CD and Cassette 374636354-2/4 
® 1993 Motown Record Company, L.P. and Panda Bear Enterprises. 
Manufactured and Marketed by Motown Record Company, L.P. 

6255 Sunset Blvd. Los Angeles, CA 90028-USA 
All Rights Reserved. Unauthorized duplication 
is a violation of applicable laws. 




RCA RECORDS LABEL 


The RCA Reconk LaM a • Unu <y BMC. TMK(s) • 

Regisie^ed. M»ca(s) R*g*lr»da<s) @ ® General 
Elect nc Co . USA. BMG logo is a trademark oi BMG 
Muse » tO 2002 BMG. Made m the USA. 


He Is 

1 . Album Version 3:46 — — — 

2. A Cappella 3:5S 

(J. Nile/V. Jeffrey Smith) 

Produced by Joshua Nile & The Phantom 

Recorded by V. Jeffrey Smith at Neptune Factor Studios, Brooklyn. NY & Andy Zulla at Sound Decision 
Additional Production and Mix by Dave Way at Larrabee Sound Studios North. Universal City. CA 
Published by Spiders & Rice Music (ASCAP)/Jam Carver Music (ASCAP) 

Executive Producer/ A&R Direction: Stephen Ferrera 
Management: Hoffman Entertainment. Inc. 

Mastered by Herb Powers. Jr. at Hit Factory Mastering for PM Entertainment 

Assistant: Rob LoVerde 

ALBUM VERSION AVAILABLE ON THE FORTHCOMING ALBUM 
“THIS IS WHO I AM" 07863-69376-2 
www.heatherheadley.com • www.rcarecords.com 


0 l,,l 78636 ,l 0635 1 11 " 5 



RCA RECORDS LABEL 
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Regsterad. Marca(s) Re>s«rada(s) @ ©General 
Elect nc Co . USA. BMC logo is a trademwk ot BMG 
Muse. <w A © 2002 BMG. Made m the USA. 


He Is 

1 . Instrumental <4:05 


0 ,l,, 78636 ll 0635 1 1111 5 


(J. Nile/V. Jeffrey Smith) 

Produced by Joshua Nile & The Phantom 

Recorded by V. Jeffrey Smith at Neptune Factor Studios. Brooklyn. NY & Andy Zulla at Sound Decision 
Additional Production and Mix by Dave Way at Larrabee Sound Studios North, Universal City. CA 
Published by Spiders & Rice Music (ASCAP)/Jam Carver Music (ASCAP) 

Executive Producer/A&R Direction: Stephen Ferrera 
Management: Hoffman Entertainment. Inc. 

Mastered by Herb Powers. Jr. at Hit Factory Mastering for PM Entertainment 
; Assistant: Rob LoVerde 

ALBUM VERSION AVAILABLE ON THE FORTHCOMING ALBUM 
“THIS IS WHO I AM" 07863-69376-2 


www.heatherheadley.com • www.rcarecords.com 



2802-1 -RDAB 




SHEREE 



SIDE A-STEREO 
2802-1 -RDAB 

(28C2-1-RDAB-A) 

33 1/3 RPM 


1. WOMAN'S WORK* (12 remix) 6:54 

(Sheree Jeacocke/Lou Pomanti/B.J. Cook) 

Produced by Lou Pomanti 

Remix and additional production by Francois Kevorkian & Goh Hotoda, 
at Axis Studios, NYC. Overdubs by Fred McFarlane & Alan Friedman. 
‘Original version taked from the "Sheree” CD, 3033-2-R 


®1 989 BMG Music Canada 
TMK(s Y§) General Electric USA. 
-MADE INU.S.A. 


SHEREE 


NOT FOR 
SALE 



SIDE B-STEREO 
2802-1 -RDAB 

(2802-1 -RDAB-B) 

33 1/3 RPM 


1 . WOMAN'S WORK (dub mix) 6:58 
2. WOMAN'S WORK (single remix) 4:10 

(Sheree Jeacocke/Lou Pomanti/B.J. Cook) 

Produced by Lou Pomanti 

Remix and additional production by Francois Kevorkian & Goh Hotoda, 
at Axis Studios, NYC. Overdubs by Fred McFarlane & Alan Friedman. 


©1989 BMG Music Canada 
TMK(s)® General Electric USA. 
- MADE IN U.S.A. 
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RESEfi \/£^ 


CE DISQUE PEUT ETRE UTILISE 
AVEC UN LECTEUR 

MONO 


33 1/3 tours minute 


2C 064 - 94.843 


^kO'ODIF FUSION E) e 



UClEUR PH0N0GR4P W/ 




C 064 - 94.843 B 
® 1973 



33 1/3 tours minute 

2C 064 - 94.843 



Nilo Soruco 
(3'51 ) 


OS INCA 

« La fiesta » 


O MEND 
P R O V I N 

D. P. - argt 


6) M A R C H A 


EMI 


//v f Rai\ice by p ^ 


E Z (2 , 43) 

C I A N 

El Inca 

ORIS (2 20) - D.R. 
L O R I O (127) 

- argt Carlos Guerra 
G A Ml NINA 

Emilio Arteaga 

DE LAS PULGAS (2 05) 


^O'ODIF fusion 



LA FLUTE INDIENNE 

(The Indian Flute) 

LOS INDtOS 

1. EL CONDOR PASA • Folklore 3:09 

2. EL HUMA HUAQUENO 3:03 

3. BAILECITO DE LELA 2:17 

4. LA CUEQUITA 2:37 

5. INDIECITO 2:21 

6. SKCU . Folklore 2:21 


< E ) 1979 Olympic Records 


14 FLUTE INDIE^NE 

SThe Indian Flute) 

IDS INDtOS 

1. SON CAYMAN - Folklore 

2. VARIACION DE TATU - Folklore 

3. BOCINA - Folklore 

4. VASIJA DE BARRO - Folklore 

5. BOLIVIANITA - Folklore 

6. C0PACA3ANA - Folklore 


® 1970 Olympic Records 



Mi Diarso Musical % 

cejmtico Valdes 

con acompanamiento 

de or quest a 


; LADOA 
SSS-3002-H 


1 ENVIDIA Bolero 

/ 

(G y A. Garcia Segura) 

2 . COMO FUE Bolero 
(P. Duarte) 

3. LOS ARETES DE LA LUNA Bolero 
(J.D. Quinones) 

4. PLAZOS TRAICIONEROS Bolero 
(Luis Marquetti) 

5. NO TENGO NADA Bolero A 

(Rau! Diaz) AwM 

6. PIENSALO BIEN Bolero 

( Raul Diaz) Wr 







con acompanamiento 
de orquesta 


LADOB 

SSS-3002 H 


1. LA MONTANA Bolero 
(G. Moreu A. Algiiero) 

2. TIERNAMENTE Bolero 

(Gross - Lawrence) 

3. DERROCH E DE FEUCIDAD Bolero 

(Jorge Zamora) 

4. UNA CANCION POR LA MAftANA Bolero 

(Evarlsto Mendez) 

5. ANORADO ENCIJENTRO Bolero 
(Piloto & Vera) 

6. YO VIVO PARA II Bolero 

(R. Diaz) 


/ 






1/ 


BC-184 






i -.1 




*n 


Band 1 : THE 

L 1. ■! 



Band 2: LIVERY STABLE BLUES 

(D. J. LaRoeca) (2:36) 

Band 3: AT THE JAZZ BAND BALL 

(Shjelds-LaRocca) (2:54) 

Band 4: OSTRICH WALK 

(Original Dixieland Jazz Band) (1:521 

Band 5: TrGER RAO 

(Original :,D]xieiiandljRil-ii3ahti) (3:13) 

Band 6 : SKELETON JANGLE 








FULL COUI R 
FIDELITY! 


Band 1: SENSATION RAG 

Band 2: BLUIN' THEBLUES 

(Ragas-URocca-Shields) (3:05) 

Band 3: CLARINET MARMALADE BLUES 




4: MOURNIN' BLUES 

(Sbarbaro) (2:38V 


Band 5: FIDGETY FEET 




\ 


lend 6: LAZY DADDY 


° Uct of am-par R tc0 ^° 


m- 




JOE VENUTI 
IN MILAN 

1. JOE & UNO 2:21 
Venuti; Durium S.p.A. 

2. LOUISIANA 2:40 
Johnson-Razaf-Schafer; Alfred 
Publishing Co., Inc./ASCAP 

3. I’VE FOUND A NEW BABY 2:53 
Palmer-Williams; MCA Music/ASCAP 




Side One 
STEREO 


VSD 79396-A 


4. BLUES FOR NOBODY 5:18 

Venuti; Durium S.p.A. 

5. AFTER YOU’VE GONE 3:29 
Creamer-Layton; Morley Music Co./ASCAP 
Joe Venuti (violin) Lino Patruno (guitar, 

banjo, vocals) Giancarlo Barigozzi (baritone sax 
flute) Sergio Rigon (baritone sax, flute) 
Gianni Acocella (trombone) Sante Palumbo 
(piano) Toto de Serio (bass) 

Giorgio Vanni (drums) Jy§ 

i|> A DURIUM recording - ITALY 

® 1971 Durium S.p.A. 




JOE VENUTI ^ 

IN MILAN 

1. HONEYSUCKLE ROSE 4:08 
Waller-Razaf; Intersong Music/ASCAP 

2. STARS FELL ON ALABAMA 4:14 
Perkins-Parish; Mills Music Inc./ASCAP 

3. SWEET GEORGIA BROWN 2:54 
Bernie-Casey-Pinkard; Warner Bros. Music/ASCAP 


Side Two 
STEREO 


4. THE WORLD IS WAITING FOR THE SUNRISE 2:12 

Seitz-Lockhart; Chappell Music/ASCAP 


5. PRETTY TRIX 3:01 

Venuti-Lang; Robbins Music Corp./ASCAP 
Joe Venuti (violin) Lino Patruno (guitar, 
banjo, vocals) Giancarlo Barigozzi (baritone sax 
flute) Sergio Rigon (baritone sax, flute) 
Gianni Acocella (trombone) Sante Palumbo 
Jgv (piano) Toto de Serio (bass) 

Giorgio Vanni (drums) ^ 

A DURIUM recording - ITALY ^ 

® 1971 Durium S.p.A. 





EVEREST RECORDS 



FOLK & JAZZ MUSIC 




FS 274 


THE ROOTS OF DIXIELAND JAZZ 


1 . 

THAT'S A PLENTY 

3:09 

2. 

BALLIN' THE JACK 

2:12 

3. 

WHENEVER THERE'S LOVE 

2:27 

4. 

ROYAL GARDEN BLUES 

2:41 


5. BACK HOME AGAIN IN INDIANA 2:44 


fP) 197} Everest Records, Inc. 



EVEREST RECORDS 


ARCHIVE OF 


FOLK fit JAZZ MUSIC 


E ROOTS OF DIXIELAND JAZZ 

1. DEEP ROYAL BLUES 5:35 

2. BILLBOARD DIXIELAND 3:00 

3. CHERRY 2:44 

4. JADA 2:45 

5.. IT'S BEEN SO LONG 3:03 


1973 Everest Records, Inc 



MADE IN 0 


DIXIELAND AT ITS BEST FEATURING 
PETE FOUNTAIN, GEORGE GIRARD, TONY 

AND OTHER GREATS 

1— ORIGINAL DIXIELAND ONE-STEP (D 


J. LaRocca) 


2— SOME OF THESE DAYS 


(S. Brooks) 

MILENBERG JOYS (Roppolo-Mares-Morton-Melrose) 

-WITH YOU ANYWHERE YOU ARE (Jack Palmer) 

5 — DO YOU KNOW WHAT IT MEANS 
TO MISS NEW ORLEANS 
(Lou A Iter-Eddi e DeLange) 

1, 5. George Girard and His New Orleans Five 
2, 4. Bourbon Street All-Star Dixielanders 
3. Tony Almerico's Dixieland All-Stars 


RCRM-4340 




A PRODUCT Of RADIO CORPORATION Of AMERICA 



3 — I’M CONFESSING THAT I LOVE YOU 
(Daugherty-Reynolds-Neiberg) 

WHEN YOU'RE SMILING (Fisher-Goodwin-Shay) 

5 — SWEETHEARTS ON PARADE 
(Newman-Lombardo) 


1, 5. George Girard and His New Orleans Five 
2, 4. Tony Almerico's Dixieland All-Stars 
2. Jack Delaney, Vocal 
Jt*, 4. Tony Almerico, Vocal 

'Sv Bourbon Street All-Star Dixielande&s I 


s- RCA X , 

AMDEN) / 

A PRODUCT Of RADIO CORPORATION OF AMERICA / / 


• MADE IN U.Sa 

0 * ^ 


RCRM-4341 


■ «' DIXIELAND AT ITS BEST FEATURING 

PETE FOUNTAIN, GEORGE GIRARD, TONY ALMERICO 


1 — DA-DA STRAIN (M. Medina-J. E. Dowell) 
2 — SOMEDAY YOU’LL BE SORRY (Louis Armstrong) 



PETE FOUNTAIN 


SIDE I 
STEREO 


JAZZ ME BLUES 
BUGLE CALL RAG 
SOUTH RAMPART STREET PARADE 
SENSATION RAG 
YUPPA TUPPA— The Sunsetters 


£o -PARKWA^ RtC 



THE SUNSETTERS 


SIDE 2 
STEREO 


MISS DAISY DELITE 
A FAREWELL 
SCHERZO 
SONATA ALLEGRO 
ONE BLIND MOUSE 


parkway 



PETE'S PLACE 


PETE FOUNTAIN 



Recorded "Live" At Pete Fountain's French Quarter Inn 

New Orleans 


1. OH, LADY BE GOOD! 

2. FASCINATION MEDLEY: (a) FASCINATION 
(b) BASIN ST. BLUES (c) TIN ROOF BLUES 
(d) WAY DOWN YONDER IN NEW ORLEANS 


3. IT'S JUST A LITTLE WHILE 
(To Stay Here) 


4. THAT'S A PLENTY 



PETE'S PUCE 

\ 


PETE FOUNTAIN 



Recorded "live" At Pete Fountain's French Quarter Inn 

Um Orleans 


m\ 

rr 

nTpj] 


TTiTTH 






7 w CORAt ® *, 
0F DECCA *£ 


PETE FOUNTAIN 

Salutes The 

GREAT CLARINETISTS 


With Orchestra Directed By 
CHARLES BUD DANT 


1. WOODCHOPPER'S BALL (2:26-AS) 

2. PETITE FLEUR (2:30-BMI) 

3. SOMETIMES I'M HAPPY (2-.23-AS) 

4. FRENESi (2:27-BMI) 

5. WHEN MY BABY SMILES AT ME (2:31-AS) 

6. MARCH OF THE BOB CATS (2:27-AS) 


CRL 57333 

MG 7654 


-( 



> 



v< CORAL® 


PETE FOUNTAIN 

Salutes The 

GREAT CLARINETISTS 


With Orchestra Directed By 
CHARLES BUD DANT 


CRL 57333 

MG 7655® 


1. BEGIN THE BEGUINE (3:17-AS) 

2, ME AND MY SHADOW (2:28«AS) 

3. GREEN EYES (2:34-BMI) 

4. LET'S DANCE (2:07-BMI) 

5. MY INSPIRATION (3:08-AS) 

6. AMAPOLA (2:00-BMI) 
(Pretty Little Poppy) 


3 A ^3 3; ;3 


X 1 . 






VK 


'Tj'f CORAL® grT 


>* 0F DECC * $ 

ty c 

PETE FOUNTAIN 

At The 

BATEAU LOUNGE 


CRL 57314 

MG 7470 


Recorded In New Orleans At Dan's Bateau Lounge 
Bourbon And Toulouse Streets 


1. DEEP RIVER 

2. MY MELANCHOLY BABY 

3. I'VE FOUND A NEW BABY 

4. MACK THE KNIFE 

5. CREOLE GUMBO 

6. YOU BROUGHT A NEW KIND 
V OF LOVE TO ME 


33 !4 ***** 




?IAY 



PETE FOUNTAIN 


BATEAU LOUNGE 


CRL 57314 

MG 7471® 


Recorded In New Orleans At Dan's Bateau Lounge 
Bourbon And Toulouse Streets 


1. LONDONDERRY AIR 

2. NOBODY KNOWS THE TROUBLE I'VE SEEN 

3. AFTER YOU'VE GONE 

4. GiN MILL BLUES 

5. LITTLE ROCK GETAWAY 

6. BLUE LOU 


CORALS 


' 


aviA 




CORALS 
tV OF DECC4 


THE BLUES 

PETE FOUNTAIN 


Clarinet Solos With Orchestra 
Directed By CHARLES BUD DANT 


1. ST. LOUIS BLUES (W. C. Handy) 

2. BLUE FOUNTAIN (F. Scott-S. Wrightsman) 

3. COLUMBUS STOCKADE BLUES 
(Jimmie Davis-Eva Sargent) 

4. AUNT HAGER'S BLUES (W. C. Handy) 

5. LONESOME ROAD 
(Nat Shilkret-Gene Austin) 

6. THE MEMPHIS BLUES 
(W. C. Handy-G. A. Norton) 


I 

« 


V 

|i CRL 57284 

1; MG 7072 

, Jfij 1 .. 

SIDE j 

I 


v 


?IRY 




CORAL® 
OF DECCA 


THE BLUES 

PETE FOUNTAIN 


Clarinet Solos With Orchestra 
Directed By CHARLES BUD DANT 


CRL 57284 

MG 7073® 


1. MY INSPIRATION 

(Bob Haggart-Ray Bauduc-Hilton LaMare) 

2, WANG WANG BLUES (Gus Mueller- 
Buster Johnson-Henry Busse-Leo Wood) 

3. BEALE STREET BLUES (W. C. Handy) 

4. WABASH BLUES (F. Meinken-D. Ringle) 

5, FIVE POINT BLUES (Yank Lawson) 

6 . BAYOU BLUES (Morty Corb) 





e y CORAL® 

rt OF oecca 


f FETE FOUNTAINS NEW ORLEANS % 

? Clarinet Sefos With \ 

Rhythm Accompaniment 


CRL 57282 

MG 6986 


1. WHILE WE DANCED AT THE MARDIE GRAS 
(Alfred Opier-Johnny Mercer) 

2, A CLOSER WALK (Adapted & Arr: P. Fountain-C. Dant) 

3. WHEN THE SAINTS COME MARCHING IN MARCH 
(Adapted & Arr: P. Fountain-C. Dant) 

4. WHEN IT'S SLEEPY TIME DOWN SOUTH 
\ (Leon & Otis Rene-Clarence Muse) a 

N X ' 5. 01' MAN RIVER / 

l (0. Hammerstein ll-J. Kern) 

V 6. COTTON FIELDS 

k (C. C. Carter) 


j 


/ 



T * £0RAt ® 

° f oecca *f«5 


* PETE FOUNTAIN'S NEW ORLEANS * 

? Clarinet Solos With : 

Rhythm Accompaniment 


CRL 57282 

MG 6987® 


1. SWEETHEARTS ON PARADE (C. Newman-C. Lombardo) 

2. DO YOU KNOW WHAT IT MEANS TO MISS NEW ORLEANS 

(Louis Alter-Eddie De Lange) 

3. BASIN STREET BLUES (Spencer Williams) 

4, LAZY RIVER (H. Carmichael-Sid Arodin) 

k 5. WAY DOWN YONDER IN NEW ORLEANS J 

X (Henry Creamer-Turner Layton) / 

\ 6. TIN ROOF BLUES / 

X Poppolo-P. Mares-G. Brunies-B. Pollack- S' J 

M. Stitze-W. Melrose) S 


VlftY 



SIDE 1 

(668A) 


4jO 

<K 


668 


■ i 


I 

,\ • 




THE BIG PARADE 
ROCKIN' CHAIR 
DREAM BOAT 
SQUEEZE ME 
FAREWELL BLUES 

THE DIXIELAND KINGS 


r. 


% 


c 
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33 
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Vi 






SIDE 2 ) 

(£68 B ) 


DOWN HOME RAG 
LOVIN' ARMS 
LULLABY OF THE LEAVES 
TRIPPIN' ALONG 
EASY LIVIN' 

THE DIXIELAND KINGS 


PEG. PATENt 



A SUBSIDI A^ v 


records 




I I 


Volume II 

MATTY MATLOCK 

AND THE PADUCAH PATROL 






8 Wm 


1. TIGER RAG (Sbarbaro-Edwards-Ragas- 

Shields-DeCosta) 

2. SENSATION (Ed wards- Ragas-Sbarbaro- 
LaRoca-Shields) 

3. ORIGINAL DIXIELAND ONE STEP 

(D. J. LaRocca) 

4. SINGIN' THE BLUES 


(Till My Daddy Comes Home) 

(Lewis-Young-Conrad-Robinson) 


V 5. MUSKRAT RAMBLE (Gilbert-Ory) 

^ - M. - .’ A, i .ta. , „ — 


. 6. CLARINET MARMALADE 

% (Shields-Ragas) 









RECORDS 
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Volume II 

MATLOCK 

TROL 


Ov, c 


•N 


C 


1. MILENBERG JOYS 

(Melrose-Rappolo-Mares-Morton) 

2. BASIN STREET BLUES (Spencer Williams) 

3. RIVERBOAT SHUFFLE 
( Voynow-Carm ichael-Mi I Is) 

. DIPPERMOUTH BLUES (Melrose-Oiiver) 

5. DAVENPORT BLUES 
(Bix Beiderbecke) 

, 6. KING PORTER STOMP 

^ (Ferd 'Jelly Roll' Morton) ^ 
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DIXIELAND SUPPER CLUB 

RED NICHOLS 
And The Five Pennies 


T -1665 

(Ti-M&y; 


1. SENTIMENTAL JOURNEY (3:38) (Brown-Homer-Green) 

2. CORKY (2:27) (J. P. "Red" Borland-Loring Nichols) 

3. MEDLEY: (3:17) BLUE (And Broken Hearted) (Handman-Clarke-Leslie) 
A BLUES SERENADE (Frank Signorelli-Mitehell Parish) 

V 4. HARLEM NOCTURNE (2:59) (Earle Hagen) „< 

°<s> A 5. ALWAYS (2:42) (Irving Berlin) ^ 

\ 6, LONDONDERRY AIR (1:56) V A 

% ^Arranged by Henry Beau- 

°< loring Red Nichols) ^ 


' 




I aii ' ' 
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DIXIELAND SUPPER CLUB 


RED NICHOLS 
And The Five Pennies 


[T- 1 <Sf55 : h 


!. SUMMERTIME (2:45) (George Gershwin-Du Bose Heyward) 

2. THE BIRTH OF THE BLUES (3:31) (Hende.^on-DeSylva Brown) 

3. WHY" WAS I BORN?- (1:35) 

(Jerome Kern-Oscar Tfammerstein II) 

4. CANADIAN CAPERS (2:53) (White-Chandler-Cohen) 

^ 5. WHAT IS THERE TO SAY (2:25) 

(Vernon Duke-E. Y. Harburg) a 

6. MOONLIGHT BAY (2:29) 


(Percy Wenrich-Edward Madden) 
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iXI ELAND BAND 


IS 


MGW-121 
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A Clustom High 
Fidelity 

Recording 


<* 

V 


PIANO 

2. DIXIE FLYER 

3. SWEET. GEORGIA BROWN 

: BRAIN 

eri Shadows Fall) 

r a v 
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MUGGSY SPANIER AND HIS 
DIXIELAND BAND 

MGW-12165 ( ') AC ^°«T i ” i9h 

Side 2 V r demy 

Recording 


\ 

U 

t 
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1. CAUTION BLUES 

2. ALABAMA JUBILEE 

3. SOUTH 

4. SUNDAY 

5. TIGER RAG 

6. BLUE ROOM 
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NO'i- 



H THE 

UFF^g 


WILLIE THE WEEPER 

SUNSET CAFE STOMP 

SOMEDAY SWEETHEART 


ANGRY 


SUSIE 


AP-93 A 


AN TONIO.T 








PELICAN PANIC 
SINGIN 


HE BLUES 
I AIN'T GONNA GIVE NOBODY 


NONE OF THIS JELLY ROLL 

ALL NIGHT BLUES 

LIZARD ON A RAIL. 


ANTONIO 



The Bobby Hackett Quintet 
(withi/ic Dickenson) 

LiveAt The Roosevelt Grill 


CR 105 



Side One 


Stereo 


1. \ Swing That Music 
\Gerl ach - Armstrong) 

2. Meditation ( Jobim - Me^lonca) 

3. AlNy[y Love (Dickenson) 

4. Its ItTlhe Country 

(Wi Ider) 

5. Sugar (Pinkard) 

(Total time 25:51) 


The Bobby Hackett Quintet 
(with Vic Dickenson) 

Live At The Roosevelt Grill 


CR 105 

Stereo 


Side Two 


1. Struttin' With Some Bar-B- Que 
(Hardi n) 

2. Undecided (Shavers) 

3. Alone (Dickenson) 

4. Constantly (Dickenson) 

5. You're Gonna Hear From Me 
(Previn) 

6. Margie (Davi s - Conrad - Robi nson) 
(Total time 28:20) 
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MIDNIGHT IN MOSCOW 

KENNY BALL AND HIS JAZZMEN 


SIDE 1 




KL- 1276 

"A Pye Recording 




1. MIDNIGHT IN MOSCOW (Soloviev Seuoi Matusovosky, 

Bail) 

2. TIN ROOF BLUES (Melrose* Ne* Orleans ilhythm Kings 
3 MY MOTHER’S EYES ( Baer-Giibert) 

4. BIG NOISE FROM WINNETKA (Bauduc Crosby 

Rodin-Haggart) 

5. YES SHE DO, NO SHE DON’T 
^ (I’M SATISFIED WITH MY GIRL) 

(DeRose Trent) /* j?-. 

A, 6. PUTTIN’ ON THE RITZ jMmb 

KL 2 1276A 
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MIDNIGHT IN MOSCOW 

KENNY BALL AND HIS JAZZMEN 


A Pye Recording 


1. AMERICAN PATROL (F. W. Meacham) 

2. DARK EYES (Traditional) 

- arr.: K, Bail - 

3. YOU MUST HAVE BEEN A BEAUTIFUL 

BABY (Mcrcer-Warren) 

4. SAVOY BLUES (Ed Ory) 

5. HIGH SOCIETY ($wan-Copeland- 




ECHOES OF 
NEW ORLEANS 
VOL. 2 


KID THOMAS ALGIER STOMPERS 
1. BUCKET GOT A HOLE IN IT 3.37 (Trad.) 2. COME ON DOWN 
TO NEW ORLEANS 4.00 (Trad.) 3. KID THOMAS BOOGIE 
WOOGIE 3.10 (K. Thomas) 4. ST. LOUIS BLUES 3.18 (Handy) 
5 . SISTER KATE 3.08 (Piron) 6. MARIE 2.40 (I. Berlin) 7. PANAMA 
^ 2.57 (Tyers) 







ECHOES OF 
NEW ORLEANS 
VOL. 2 


LOUIS DELISLE’S BAND & WOODEN JOE'S BAND 
1. BLACK CAT ON THE FENCE 


. ) 2.31 (Trad.) 2. PORK CHOP 
(a) 2.30 (Trad.) 3. HOLLER BLUES (b) 3.26 (Trad.) 4. DINAH (a) 
2.44 (H. Akst) 5. B-FLAT BLUES (b) 2.25 (Trad.) 6. CLARINET 

iMARMELADE (a) 2.25 (Shields - Ragas) 7. YOU MADE ME WHAT 

^ I AM (b) 4.00 A 
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THE BEST OF DIXIE 
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THE BEST OF DIXIE 



CST 464 


STEREO 


% 

1 . 

2* 

ON THE BANKS OF THE WABASH 

KING FISH BLUES 


3. 

MERRY WIDOW WALTZ 


4. 

EAST SIDE, WEST SIDE 


5. 

THE BAND PLAYED ON 


(CST 464-2) 


4//7JQU W'* 



LISTEN SOME MORE 

JIM CULLUM'S HAPPY JAZZ 


1. THE EEL 

2. PLAYIN' HOOKY 

3. WESTMORELAND WEAVE 

4. SAVOY BLUES 

5. ALL MY LOVE 


AP-120A 

( 21707 ) 




\°* h *7% 


LISTEN SOME MORE 

JIM CULLUM'S HAPPY JAZZ 

1. KANSAS CITY STOMPS 2:47 

2. WHEREVER THERE'S LOVE 3:57 

3. HIGH SOCIETY 6:53 

4. WININ' BOY BLUES 4:19 


AP-120B 

( 21707 ) 


I 




LOUIS ARMSTRONG: RARE STEMS 

( 1935 - 1944 ) 

LOUIS ARMSTRONG AND HIS ORCHESTRA 



REG U S PAT OFF MARCA REGl STRADA • MFR 0 BY DECCA RECORDS • A DIVISION OF MCA INC NEW YORK. USA 

\ 

1. THANKS A MILLION (2:37-AS) 

2. LYIN’ TO MYSELF (3:G8-AS) 

3. EV’NTIDE (2: 49- AS) 

4. SWING THAT MUSIC «2:48^BMI) 

5, THANKFUL (2:55-AS) 

6 . THE SKELETON IN THE CLOSET <3: 05- AS) 

7. JUBILEE C2:37-AS) 




LOUIS ARMSTRONG: RARE ITEMS 

( 1935 - 1944 ) 

LOUIS ARMSTRONG AND HIS ORCHESTRA 
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REG U S PAT OFF MARCA REGl STRADA • WFR.D BY DECCA RECORDS • A DIVISION OF MCA INC NEW YORK, USA 


5. STRUTT! N’ WITH .SOME BARBECUE 

2. I DOUBLE DARE YOU (2: 

3. IT'S WONDERFUL (2:37) 

4. YOU’RE A LUCKY OUY (3: 

5. EV’RYTHIMG’S BEEN DONE BEFORE (3:02) 

6 . HEY LAWDY MAMA (2:56) 

7. GROOVIN' (2: 






SCOTT JOPLIN 


(IMS-1917) 


STEREO 

SIDE ONE (16:01) 


STEREO 

H-71248-A 




P i an o R a g s 

1. Maple-Leaf Rag (3:13) 

2. The Entertainer (4:58) 

3. The Ragtime Dance (3:13) 

4. Gladiolus Rag (4:24) 

JOSHUA RIFKIN, piano 








SCOTT JOPLIN 

(lt<S-1917) 


STEREO 

H.71248-B 

S 


STEREO 

SIDE TWO (17:00) 


Piano Rags 

1. Fig Leaf Rag (4:36) 

2. Scott Joplin's New Rag (3:07) 

3. Euphonic Sounds (3:53) 

4. Magnetic Rag (5:11) 

JOSHUA RIFKIN, piano 



CR-109 

Stereo 


Dick Wellstood 

From Ragtime On 

1. Scott Joplin New Rag 
( Jopl in) 

2. Chicago High Life 
(Hines) 


Side One 


3. Three Little Oddities 

A. Impromptu 

B. Novelette 

C. Roman z a ✓ 
(Confrey) 

4. Kitten On The Keys 
(Confrey) 

5. Sunday Morning Blues 
(Guryon) 

(Total time 18:13) 



Pork And Beans 
(Roberts) 


Stereo 


2. Put On A Happy Face 
(Adams- Strouse) 

3. Fucallia (Wellstood) 

4. Yesterday (Lennon - McCartney) 

5. Keeping Out Of Mischief Now 
(Wal ler - Razaf) 

6. Handful Of Keys 
(Wal ler) 

(Total time 24:33) ^ 



Happy Jazz Volume I 
/J||li Re-Issue 

1. Cake Walking Babies From Home 

2. Ole Miss . . 

3. Riverboat Shuffle 

4. Original Jelly Roll Blues 

5. Just A Closer Walk With Thee . . - 

b n AP-115-A 

( 19333 ) 

2S2//W, STERE0 ^ 

P O. BOX 66 * 5 £» 


^qP^VMIDE RA/VGf: 


bymWM. 



Volume 


NNIDfc 


T 


■t>'> 


. ;..v • ri.-' ' \w» -> aIp,-’ A 4SvlM ffy^H3H 

._ iHJim..i r i ~ Mi nii iri8'> 

1. Copenhagen . 3:50 

2. Sweet Substitute 3:35 

; 3. Ostrich Walk 3:00 

^ 4. Blues For B-flat Clarinet 3:12 

5. Original Dixieland One-Step 2:59 


AP-115-B 

( 19333 ) 


0 





I 



olume 


1. Bourbon Street Parade 

2. Aggravatin' Papa 

3. Riverboat Shuffle 

4. China Boy 


AP-116-A 

( 19334 ) 

STEREO 

P - o. BOX 66 



Volume 1 


^^O^VMIDE range : 

<cP L 


Wm 


Wf: 

'$!■£( , 

; - ;*t, 1 - .• ' - 

1. At The Jazz Band Ball 2:38 § 

2. Willow Weep For Me 4:43 q 

3. Rose Of The Rio Grande 2:46 £ 

^ 4. Sugar .45 

v<\ 5. I'm Gonna Stomp Mr. Henry Lee 2:54 /V 

AP-116-B oP' 


( 19334 ) 

STEREO 

^ O. BOX 66 



© 1970 Atlantic Recording Corporation 


Printed in U.S.A. 


ATLANTIC RECORDING CORPORATION 
1841 BROADWAY, NEW YORK, N.Y. 10023 


Manufactured under license issued by 
Atlantic Recording Corporation to 
Record Club of America, Inc. 


Jazz At The New School 


CR-110 

Stereo 


Side One 


1. I Want To Be Happy (Yeomans *Caesar) 

2. Sugar (Pinkard) 

3. Shim-Me-Sha-Wabble (Williams) 

4. Avalon (Rose-Sylva-Jolson) 



Stereo 


1. That Da Da Strain (Medina - Dowel I) 

2. Blues In C (Condon et al) 

3. The Mooche (Ellington) 

4. I Can’t Believe That You’re In Love 
With Me (Gaskill -McHugh) 


BAND 



CAL 

321 


New* 
Ireakobft 


AM DEN 

C ° RP ^> 


LOWER BASIN STREET 

1— MOOD INDIGO (Duke Ellington) 

2 — MUSKRAT RAMBLE (Edward Ory) 

3 — SOPHISTICATED LADY (Mills-Parish- Ellington) 
4 — BASIN STREET BLUES (Spencer Williams) 




5 — STAR DUST (Parish-Carmichael) 

6 — BODY AND SOUL (Heyman-Sour- Eyton-Green) 

NBC's Chamber Music Society of Lower Basin Street 
1,5. Vocal by Dinah Shore with Paul Laval and his Woodwindy Ten 
2. Sidney Bechet, Soprano Sax with Henry Levine 
and his Barefooted Dixieland Philharmonic 
3, 6. Vocal by Dinah Shore with Henry Levine 
and his Dixieland Octet 
4. Henry Levine and his Barefooted 
Dixieland Philharmonic 

G3PP-5665 



SIDE 


n 


m *de in u.s 


'Mm OS N 


CAL 

321 




LOWER BASIN STREET 


1 — ST. LOUIS BLUES 2 — MEMPHIS BLUES 
3 — BEALE STREET BLUES 4 — AUNT HAGAR’S BLUES 

(W. C. Handy) 


SIDE 


Non- 

Breakable 


5 — JOHN HENRY BLUES (W. C. Handy) 

6 — CARELESS LOVE (Koenig-Williams-Handy) 

NBC’s Chamber Music Society of Lower Basin Street 
1, 3, 4, 6. Vocal by Lena Horne 
1-5. The Dixieland Jazz Group 
Conductor: Henry Levine 
6. The NBC Dixieland Octet 
Director: Henry Levine 

G3PP- 5666 


n g 3 3 V3 

in U.s.**’ 
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E WORLD OF JACK TEAGARDEN 


A TRIBUTE TO A GIANT OF JAZZ 


R-25261 

(RLP-387-A) 




33 Va RPM 


]. MILENBERC JOYS 3:53 (Morton-Mores-Rappolo- 
Melrose) (Melrose Music Corp.-ASCAP) 

2. STARDUST 3:07 (H. Carmichael-M. Parish) 
(Mills Music, Inc.-ASCAP) 

3. A HUNDRED YEARS FROM TODAY 5:10 
(J. Young-Washington-V. Young) 

(Robbins Music Corp.-ASCAP) 

4. WHEN THE SAINTS CO MARCHING IN 6:30 
(Traditional-arr. J. Teagarden) 

(Forshay Music Co.-BMI) 


U ' S A By roulETTE 






by roulette 


THE WORLD OF JACK TEAGARDEN 

A TRIBUTE TO A GIANT OF JAZZ 


R-25261 

(RLP-387-B) 


331/3 RPM 


1. HIGH SOCIETY 4:22 (Steele-Melrose) 
(Melrose Music Corp.-ASCAP) 

2. AUNT HAGER'S - COUNTRY HOME 4:08 
( Dickenson-Conway ) 

(Mutual Music Soc., Inc.-ASGAP) 

3. ROCKIN' CHAIR 4:53 (H. Carmichael) 
(Carmichael Music Publ., Inc -ASCAP) 

4. ST. V JAMES INFIRMARY 6:17 (Joe Primrose) 
(Mills Music, Inc.-ASCAP) 


